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A  great  many  people  think  that  art  simply  flows  from  an  artist's  hand  like 
sparks  from  a  wand;  that  because  art  is  emotional  and  evocative,  it  must 
somehow  happen  magically.  All  by  itself.  We  hear  of  the  Art  of  Hitting,  the 
Art  of  Cooking,  the  Art  of  Motorcycle  Maintenance,  and  are  deluded  into 
thinking  that  it  is  magic.  That  it  is  beyond  the  average  man  or  woman. 

In  truth,  art  is  the  end  result  of  knowing  a  craft  so  well  that  it  becomes 
intuitive  and  spontaneous.  It  is  the  end  result  of  years  of  growth,  which,  for 
most  artists,  begins  the  day  their  first  crayon  touches  their  first  sheet  of  paper. 
A  certain  small  amount  of  native  talent  is  essential,  but  equally  important 
is  the  desire  to  learn  the  rules,  the  inside  knowledge,  the  tricks.  Perhaps  the 
heart  and  soul  are  the  magic,  but  knowledge  provides  the  incantation. 

Francis  Tsai  is  one  of  those  magicians  who  knows  the  spells.  You  might 
almost  think  of  the  volume  you  hold  in  your  hands  as  a  spellbook,  full  of 
the  newts'  eyes  and  dragon's  scales  with  which  we  artists  ply  our  craft.  Pore 
through  this  tome  and  you  will  see  revealed  the  hidden  parts  of  the  trade: 
colour  theory,  perspective,  anatomy,  composition,  value  control  and  all  the 
rest  of  the  ingredients  that  go  into  brewing  up  one  in-your-face  monster, 
invoking  a  demon  from  the  nether-world,  or  imbuing  a  hero  with  the  courage 
he  needs  to  slay  a  dragon. 

Francis  is  a  high-level  sorcerer,  and  he  has  generously  divulged  his  secrets 
here  for  you  to  behold.  Pay  close  attention,  study  the  recitations,  practice 
them  daily,  and  you  too  can  do  magic. 

Todd  Lockwood 
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If  you're  reading  this  book,  you  have  probably  had  at  least  some  interest  in  creating 
fantasy  art,  either  professionally  or  just  for  pleasure  in  your  spare  time.  I  am 
fortunate  enough  to  be  able  to  make  a  living  creating  artwork  for  the  entertainment 
industry,  and  because  of  this  1  often  find  myself  being  asked  questions  about  it. 
How  do  you  get  a  job  as  a  fantasy  artist?  What  kind  of  pens  do  you  use?  Is  it  OK 
to  use  reference  material?  How  do  you  know  what  colours  to  use?  And  so  on  ... 

My  path  to  my  current  career  was  fairly  lengthy  and  roundabout;  I  didn't  take 
the  traditional  art-school  route,  and  in  fact  never  really  learned  the  fundamentals 
of  illustration  in  any  rigorous,  orderly  way.  It  was  not  the  easiest  or  best  way  to 
become  a  working  fantasy  artist,  and  I  had  to  study  every  day  to  'fill  in  the  gaps' 
in  my  art  education.  After  a  number  of  years  working  as  a  concept  artist  in  the 
computer  games  industry  and  as  a  freelance  illustrator  for  books,  comics,  films 
and  television,  I  have  assembled  a  few  nuggets  of  knowledge  and  some  workflow 
routines  that  seem  to  have  a  certain  degree  of  success.  It  is  these  that  I  want  to 
share  with  you  in  this  book. 


It  Ivis  never  been  a  belief  lime  lu  be  u  fantasy  artist.  As  I  look 
uiound  my  sludio  library,  I  can  saa  many  examples  of  books  and 
films  thal  ure  funlusy  leluled.  ui  al  least  somehow  influenced  by 
this  kind  of  imagery.  Role-playing  games  have  long  been  a  primary 
source,  but  with  all  the  recent  advances  in  filmmaking  technology, 
movies  arc  now  able  to  convincingly  portray  the  kinds  of  worlds 
and  haings  familiar  to  fans  of  the  fantasy  genre.  Successful  films 
often  spawn  computer  games  and,  increasingly,  material  can  flow 
the  other  way  too.  This  only  benefits  the  traditional  role-playing 
game  and  book  markets,  all  of  which  results  in  more  opportunities 
for  skilled  illustrators. 

This  honk  had  a  long  genesis,  which  began  back  when  I  found 
that  students  and  amateur  artists  (and  even  a  few  professionals) 
were  asking  me  certain  questions  time  and  time  again.  I  thought 
it  might  be  useful  to  put  together  a  list  of  ’Frequently  Asked 
Questions'  on  my  website.  The  more  I  worked  on  it  the  longer 
and  more  involved  it  became,  because  there  was  just  so  much 


material  to  cover.  With  some  of  the  topics,  it  was  hard  to  convey 
the  information  without  an  accompanying  illustration  to  make 
the  point,  and  it  quickly  grew  beyond  that  of  a  simple  FAQ.  So 
I  set  it  aside. 

A  few  years  ago,  I  started  writing  some  short  articles  about 
different  aspects  of  concept  art  and  illustration  for  fantasy 
and  science  fiction  art  magazine  ImagineFX.  A  few  of  the 
points  I  originally  had  in  my  FAQ  showed  up  in  these  articles, 
hut  I  was  usually  at  the  end  of  my  allotted  word  count  before  I 
could  convey  enough  information.  It  was  an  interesting  dilemma  - 
I  could  present  my  points  in  a  fairly  focused  way  that  was  limited 
in  scope;  or  I  could  cover  a  wide  variety  of  topics  in  a  somewhat 
superficial  way.  So,  when  I  was  presented  with  the  opportunity 
to  create  this  book,  I  thought  it  would  be  a  great  way  to  impart 
some  of  the  tips  from  the  original  FAQ,  hopefully  in  a  manner  that 
is  both  broad  in  scope  but  also  specific  enough  to  provide  some 
useful,  practical  advice  based  on  my  experience. 
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The  preliminary  sketch  in  most  illustration  jobs  needs  to  show  the  art 
director  your  intentions  as  far  as  pose  and  composition  go,  and  also  give 
some  idea  of  colour  and  tonal  value  without  being  too  detailed  or  finished. 


TOOLS  OF  THE  TRADE 

For  an  illustrator,  tools  consist  of  the  actual  equipment  used  to  create  the  artwork. 
Until  recently,  these  consisted  solely  of  some  variation  of  pencils,  ink,  paint  and 
paper  or  canvas.  However,  in  the  past  few  years  digital  technology  has  advanced 
to  the  point  where  it  can  be  difficult  to  tell  the  difference  between  art  created 
traditionally  and  that  made  on  the  computer.  In  addition,  peripheral  equipment 
such  as  scanners  and  drawing  tablets  have  continued  to  blur  the  boundaries 
between  digital  and  traditional  techniques  and  media. 


In  my  own  work.  I  occasionally  use  colour  media  such  as 
WHlHrcnlmirs  or  marker  pens  -  there  is  definitely  a  sort  of  'analogue 
charm'  these  methods  hove  that  digital  media  lucks  bul  the 
advantages  ul  using  drawing  and  painting  software,  especially  for 
revisions  and  experimentation,  fur  me  make  it  the  obvious  choice 
in  my  work 

The  physical  equipment  is  not  the  ond  of  the  story,  though. 

Ilie  term  'fools'  also  refers  tn  tho  skills,  strategies  and  personal 


work  habits  that  allow  an  artist  to  create  successful  art  These 
are  less  obvious  but  just  as  important  as  the  tangible  tools,  if  not 
more  so  These  factors  have  more  to  do  with  an  artist's  workflow, 
problem-solving  ability  and  general  approach  to  conveying 
information  through  illustrations,  and  it  is  these  that  this  book 
will  explore,  by  looking  at  different  ways  of  developing  a  sense 
of  character  in  your  images,  as  well  as  maximizing  storytelling, 
creating  mood  to  support  an  idea,  and  numerous  other  strategies. 


A  modern  illustrator's  studio  should  contain  a  combination  of  traditional  and 
digital  tools.  In  my  own  studio.  I  rely  heavily  on  digital  drawing  and  painting 
software,  as  well  as  peripheral  devices  such  as  graphics  tablets  and 
scanners  to  aid  in  the  creative  process. 


In  addition,  there  are  some  other  basic  general  practices  that  can 
he  used  to  develop  your  personal  toolset.  Studying  and  sketching  your 
surroundings  -  people  as  well  as  objects  and  environments  -  trains  your 
eye  and  mind  in  observational  skills  Exercises  like  this  help  to  build  up 
your  mental  'visual  vocabulary',  as  well  as  improve  your  'active  observation 
skills',  which  simply  refers  to  your  ability  to  analyse  your  surroundings. 

For  example,  rather  than  simply  noticing  that  a  column  has  bolts  in  it,  you 
should  study  the  structure  to  understand  why  the  bolts  are  there 


Finally,  creating  and  maintaining  a  reference  library  is  essential,  I  or 
real-world  material,  if  yon  rely  nil  just  yout  iiiemmy  the  best  you  can  hope 
for  is  to  get  close;  it  is  guaranteed  that  someone  somewhere  will  know 
more  about  the  object  you’re  diuwing  than  you  do,  and  will  know  you 
haven't  done  your  homework  Short  of  going  to  see  something  first  hand, 
finding  and  using  phuluyiuphie  references  is  Iheieluie  vitally  irnpnrlanl. 

In  the  past,  illustrators  created  what  were  known  as  'morgue  files',  which 
consisted  of  images  clipped  from  newspapers  and  magazines  lliul  the 
illushuloi  might  find  useful  lui  lefeience  clothiny.  custuines.  loculiuns, 
cars,  whatever  was  needed  tor  a  particular  assignment  I  hese  morgue  files 
would  occupy  a  lot  of  space,  usually  taking  up  seveial  filing 
cubmcls.  So.  yet  uiiulhci  udvunluye  ol  working  with  digilal 
tools  is  that  yen  are  now  ahle  to  find  reference  images  on 
the  Internet  and  store  them  on  youi  cumputei.  ueuliny  yuui 
own  virtual  mnrgiiefile 
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In  this  collection  of  preliminary  sketches.  I've  created 
various  layouts  that  use  some  of  the  same  elements  in 
different  combinations.  This  would  have  been  difficult 
or  impossible  to  do  with  traditional  materials  such  as 
ink  or  paint. 
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This  page  from  one  of  my  travel  sketchbooks  shows  some  notes 
and  observations  about  a  Mayan  site  in  Mexico  that  I  visited  several 
years  ago.  I  sketched  some  of  the  structures  as  they  appeared,  but 
also  drew  cross-section  views,  close-up  analysis  of  the  stonework, 
and  an  overhead  view  of  the  entire  location. 


FIGURE  DRAWING 
«  FOR  BEGINNERS 
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For  those  who  have  never  attempted  a  figure  drawing  before, 
the  100  Ways  presented  in  this  book  might  appear  slightly 
daunting  at  first.  This  quick  step-by-step  demonstration  reveals 
the  key  processes  you  need  to  get  you  started  on  your  way  to 
creating  amazing  fantasy  figures. 


A  juid  gesture 
tins,  establishes 
a  stance,  (or  the 
character 


tctl 


tA  /Ac 


Try  different 
ideas  (or  costume 

e.k-n-Kmt<  Without 

making  any  firm 
CowhvlLtmentS 


define  tin  desijn 
decisions,  losing  |  I 
the  less  important 
exploratory  line  work 


fj 
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Ajcs/utrc 


Step  2: 

tAe  it$Ae/cA 


Step  3: 

t t^inaliae  /Ac  ^Ateaiainu 


The  fiisl  muik  you  make  whfin  laying  out  a  figure 
(hawing  should  bo  a  single  line  that  captures  the 
overall  stance  nr  movement  of  a  character.  Here, 
I’ve  rliijwii  a  i|iiick  gesture  line  (in  red)  showing 
a  simple  standing  posture;  the  character  will  lean 
slightly  to  the  right,  resting  his  weight  on  one 
leg.  I've  gone  ahead  and  roughly  blocked  in  the 
masses  of  the  body,  head  and  limbs.  Notice  the 
counter  pose  of  the  hips  to  the  shoulders  -  this 
shows  that  the  body  is  reacting  to  gravity. 


With  the  basic  structure  in  place,  I've  started  to  lay 
in  a  more  detailed  drawing,  indicating  design 
elements  such  as  clothing  details,  pouches, 
belts  and  various  pieces  of  equipment.  Don't  get 
too  detailed  or  finalized  at  this  stage  -  it's  better 
to  keep  moving  around  the  drawing  quickly,  not 
making  any  firm  commitments  until  you  begin  to 
get  a  sense  of  the  overall  image.  This  is  a  good 
time  to  explore  different  options  with  the  lines 
of  the  character's  clothing  and  gear. 


Once  all  the  major  decisions  have  been 
made,  I've  gone  back  over  the  drawing 
with  a  darker,  more  definite  line,  cleaning 
up  the  sketch  and  making  things  a  bit 
clearer.  The  cloak  and  other  articles  of 
clothing  mask  the  character's  stance 
somewhat,  but  having  the  underlying 
structure  firmly  placed  in  advance  helps 
to  make  the  drawing  work,  even  with  the 
added  complexity  of  costume  and  props. 
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Practise  is  necessary  in  any  art  activity  -  be  it  dance, 
music  or  drawing.  Taking  the  time  to  hone  your  skills 
will  only  add  to  your  effectiveness  as  an  illustrator  and 
help  improve  the  pathways  between  mind  and  hand. 


cTleefi.  a  fefyetc/iSook 

Many  artists  carry  around  a  notebook  in  which  to  record  personal 
sketches,  studies,  experiments  and  random  thoughts.  The  advantage 
of  this  habit  is  that  it  quickly  becomes  a  catalogue  of  ideas  and 
explorations  that  you  can  revisit  in  the  future.  It  can  often  be 
tempting  to  make  every  image  in  a  sketchbook  as  beautiful  and 
finished  as  possible  -  in  order  to  make  it  a  nice  object  and  a  work 
of  art  in  itself  -  but  a  good  sketchbook  should  contain  beautiful  work 
and  rough,  scratchy  drawings.  All  illustrators  love  looking  at  othei 
artists'  sketchbooks,  but  their  main  function  isn't  to  he  shown  to  other 
people  -  a  sketchbook  serves  its  purpose  when  it  becomes  a  personal 
record  of  your  thought  processes  and  ideas,  and  can  be  used  to  help 
inspire  you  in  your  ongoing  work. 


]ocu  mentation 

Just  like  in  school  when  you  were  asked 
to  'show  your  work',  it  is  sometimes 
helpful  to  provide  some  documentation 
of  your  design  processes.  Notes  and 
sketches  like  this  can  form  a  valuable 
part  of  your  personal  library  -  ideas  can  be 
reconfigured  and  reused  in  other  situations 
as  the  need  arises.  I  wouldn’t  recommend 
using  finished  designs  this  way,  but 
preliminary  and  developmental  sketches 
can  often  provide  ‘seeds'  for  new  ideas 
in  other  projects. 

rr$i<j<//re  &)/atainy 

Even  though  much  of  fantasy  art 
depicts  imaginary  and  fantastical 
beings,  it  still  needs  to  have  a  firm 
basis  in  reality  in  order  to  be 
convincing.  Practising  figure  drawing 
with  live  models  is  a  valuable  exercise, 
and  allows  you  to  build  up  your  artistic 
toolbox  with  strong  drawing  skills 
and  knowledge  of  anatomy 


v  0  r 
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ftJxavel  ^§keictleA 

Making  navel  sketches  forces 
you  to  observe  your  surroundings 

in  a  more  engaging  way,  and  helps 
you  learn  about  the  way  people 
interact  with  their  environment 
Being  able  to  place  your  figures 
and  creatures  convincingly  in 
any  setting  is  a  valuable  skill. 
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VISUAL 

COMMUNICATION 

This  is  a  concept  that  refers  to  the  way  in  which  an 
illustrator  can  convey  an  idea  to  the  audience,  and  is 
one  of  the  fundamental  elements  that  this  book  will 
explore.  The  idea  being  communicated  might  be,  for 
example,  a  mood,  a  character's  personality,  a  sense 
of  culture,  an  emotion,  a  conflict  or  an  event.  Once  an 
idea  for  an  illustration  is  clearly  defined,  the  process 
by  which  the  illustrator  conveys  and  preserves 
the  idea  is  known  as  'visual  communication'. 
Techniques  of  visual  communication  include  the 
use  of  silhouette,  proportion,  scale,  texture,  lighting, 
hierarchy,  level  of  detail  and  visual  cues. 


1 ie/ratc/iy 

The  primary  purpose  of  your  drawings  is  to 
communicate  an  idea  When  your  drawings 
are  clear  and  concise,  your  message  will 
come  through  strongly  Planning  line  work  to 
eliminate  unnecessary  noise  and  clutter, 
and  to  provide  visual  cues,  improves  the  clarity 
of  your  drawing,  and  hence  the  effectiveness  of 
its  visual  communication.  Heavy  lines  indicate 
important  outlines  and  edges,  and  should  be 
used  sparingly.  Light  and  medium  lines  indicate 
details  and  textures;  these  should  make  up  the 
bulk  of  the  sketch.  The  idea  of  hierarchy  can  also 
be  extended  to  value,  concentration  of  detail,  and 
texture.  Using  all  of  these  ideas  in  conjunction 
can  result  in  a  simple,  clear  sketch  that  fully 
conveys  all  your  design  ideas. 


ml/Lcuetfr 


Character  design  depends  heavily  on  silhouette, 
which  is  also  sometimes  lefened  lu  as  the 
initial  'read'  of  a  character  The  silhouette 
is  the  largest  piece  of  visual  information 
presented  to  a  viewer,  and  as  such  is  more 
important  in  terms  of  first  impressions  than 
things  like  textures,  details  and  colours. 


<i0/Ca/e)rut/s 


One  of  the  basic  visual  communication  skills  is 
the  ability  to  render  different  lighting  conditions 
and  materials.  The  key  to  indicating  materials 
lies  in  how  they  react  to  light  -  reflectivity, 
specularity,  grain  and  texture  are  all  traits  that 
can  be  affected  by  lighting. 


Q^fu/uation  of  Qbelat/, 

There  is  a  balance  to  be  struck  in  terms  of 
when  and  where  to  use  detail.  Creating  focus 
Is  a  game  involving  colour,  lighting  and  detail. 
Implying  detail  often  does  the  job  as  well  as 
carefully  rendering  every  bit  of  it.  In  some  cases, 
it  is  actually  preferable  so  that  you  don't  focus 
undue  attention  on  places  that  do  not  need  it.  or 
that  won't  help  to  convey  your  message. 
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DESIGN 

It  is  important  to  make  a  distinction  between  visual  communication  -  the 
transmission  of  the  idea  -  and  design  -  the  process  in  which  you  analyse 
a  problem  and  formulate  a  solution.  In  computer  game  and  film  design  in 
particular,  a  very  common  misconception  about  concept  art  is  that  it  begins 
and  ends  with  being  able  to  draw  or  paint  well. 


•  , 

m 

■ 

Rendering  skill  is  certainly  extremely  important  to  be 
able  to  clearly  communicate  your  design,  but  that  is 
only  part  of  the  equation.  Keep  in  mind  that  the  art 
you  generate  as  a  character  designer  is  not  the  end 
product  -  it  is  simply  the  means  to  get  to  the  end 
product,  which  is  the  film,  game,  television  programme, 
music  video,  or  whatever  project  it  is  that  you  are 
involved  in. 

One  approach  to  design  is  to  break  down  the  design 
task  into  manageable  chunks  -  separate  silhouette 
studies  from  pose  studies  and  from  texture  and  material 
studies.  The  odds  are  against  you  'hitting  a  home  run'  on 
all  those  different  aspects  with  one  single  drawing 

Another  aspect  of  design  philosophy  to  consider  is 
the  balance  between  'synthesizing'  and  ’originating’. 

By  originating  I  mean  coming  up  with  something 
completely  unique,  that  no  one  has  ever  seen  before. 
Besides  being  almost  impossible  to  achieve,  you  run  the 
risk  of  losing  or  alienating  your  audience.  Synthesizing 
refers  to  the  process  of  combining  different  familiar 
elements  that  are  rarely  used  together.  This  provides 
a  familiar  link  for  your  audience  and  at  the  same  time 
presents  them  with  something  new. 


WHEN  DOING  DESIGN  DRAWINGS  SUCH 
AS  THIS  ONE  SHOWN  RIGHT,  KEEP  YOUR 
ERASER  WELL  OUT  OF  REACH.  IF  YOU  FIND 
THAT  yOURE  WINS  A  LOT  OF  RUB  BIN 6 
OUT  AND  REDRAWING,  YOU  HAVE  ACTUALLY 
STRAYED  AwAY  FROM  7 HE  DESIGN  ASPECT  i 

of  this  vcte  of  sketching. 
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This  is  a  term  that  refers  to  the  process  of  'hammering  out'  and  refining  a  design 
on  paper  This  process  might  involve  drawing  different  views,  'X-ray  vision'  shots  and 
handwritten  notes.  Typically  this  isn't  something  you  show  your  audience,  and  it  will 
often  end  up  looking  messy  and  almost  incomprehensible.  The  goal  with  this  type  of 
drawing  is  to  explore  different  options  and  develop  an  initial  design  idea. 
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EDUCATION  AND  TRAINING 

One  of  the  most  common  questions  I  hear  is  'how  do  I  get  a  job  as  a  fantasy  artist?' 
In  truth  there  is  no  clear  answer  -  many  professional  illustrators  and  concept  artists 
found  their  way  to  their  occupation  through  varied  and  roundabout  ways.  There 
are,  however,  some  common  elements  in  many  artists'  education  and  career  paths 
that  you  could  also  benefit  from. 


i  ifi* 
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Working  as  an  illuslralur  or  concept  artist  requires  a  command  ot  basic  art  skills  and 
cnm:H|)ls,  which  can  be  obtained  in  a  good,  well-rounded  art  education.  The  type  of  learning 
ynu  undergo  will  have  an  influence  on  your  chances  of  success.  In  my  mind  there  are  two 
basic  educational  paths  available  that  provide  a  solid  foundation  First  is  an  illustration- 


based  cduculiun,  which  is  nne  that  concentrates  on  traditional  art  skills  such  as  drawing 
and  painting,  colour  theory,  unuloiny  and  perspective  This  tends  to  be  an  observational 
and  documentary  approach,  where  students  learn  the  skills  necessary  to  reproduce  what 
they  see  in  real  lifo  in  a  variety  uf  media.  I  he  second  consists  of  a  design-based  education, 
which  would  include  areas  such  as  industrial  design,  product  design,  graphic  design  and 
architecture  This  typically  trains  students  in  certain  aspects  of  visual  communication 
cominnii  In  each  field  of  study,  but  usually  not  to  the  extent  that  would  be  found  on  an 
illustration  course  I  Inwevor,  in  the  last  few  years,  some  courses  have  begun  to  appear  that 
blui  the  boundaries  hetween  the  two.  Computer  game  design  and  entertainment  design  are 
now  available  as  options  fnr  thnse  seeking  highei  education,  which  can  lead  directly  into 
careers  in  fantasy  and  science  fictinn  art.  An  education  in  studio  art  techniques  and/or  art 
history  can  alsn  be  a  great  help  in  pursuing  this  line  of  work. 

At  fust  glance  it  might  seem  that  an  illustration-based  education  is  much  more  useful  for 
u  career  as  a  fantasy  artist,  but  a  design  education  can  provide  some  very  useful  skills  for  a 
fledgling  illustiutui  luu.  My  own  educational  background  is  in  architecture,  and  one  of  the 
most  Uciicliciul  lessons  I  learned  from  it  is  knowmy  huw  to  formulate  a  design  problem  so 
that  I  can  then  determine  a  clear  and  effective  solution. 


$&wona/ 

As  a  fantasy  illustrator,  you  will  often  be  called  upon  to  visualize  people,  objects  and  creatures 


that  don't  exist,  or  that  are  fantastical  amalgamations  of  real,  existing  things.  Because  of  this,  an 
education  in  traditional  art  skills  will  benefit  greatly  from  exposure  to  other  fields  of  study  too.  As 
an  arlisl  or  designer,  the  more  visual  vocabulary'  you  have  to  draw  upon,  the  better.  Exposure  to 
influences  outside  your  primary  area  of  interest  is  necessary  in  order  to  build  up  this  mental  library. 
The  best  way  to  accomplish  this  (and  it  is  a  never-ending  process)  is  to  expose  yourself  to  as  many 
different  ideas  and  visual  stimuli  as  possible.  All  artists  tend  to  draw  what  they  know,  so  expanding 
the  database  of  'what  you  know'  makes  you  more  versatile  as  an  artist,  giving  you  a  broader  range 
of  material  to  draw  from. 


014 


iWv'f] 


El  Apco 
Vue  Arc,  Lasha 
Ur t  classy 
l/H 


/(it)  /o  'i?tea/c  V&an/cuy  VlfiyuteA 


m 

Travelling  is  a  great  way  of  gathering  new  material  for  your  visual 
vocabulary.  Experiencing  life,  seeing  different  environments  and 
observing  human  behaviour  in  a  variety  of  situations,  will  all  help 
stock  your  mind  with  reference  data  for  your  fantasy  illustrations. 
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CHALLENGES  FOR  THE 
WORKING  FANTASY  ARTIST 

One  of  the  keys  to  success  as  an  illustrator  is  being  able  to  balance  the  familiar 
with  the  unusual.  In  other  words,  as  a  commercial  artist  part  of  the  job  is  being 
able  to  create  artwork  that  an  audience  can  relate  to.  There  is  a  certain  level  of 
expectation  you  have  to  meet  in  order  to  successfully  sell  your  artwork.  At  the 
same  time,  in  order  to  stand  out  among  the  many  thousands  of  artists  working 
in  the  same  field,  you  have  to  be  able  to  bring  something  new  to  the  mix. 


It  is  very  difficult  to  reliably  coiiih  up  with  brand 
new,  cumplRlnly  uriymal  ideas  and  concepts  for 
avary  art  job  you  happen  to  get.  The  strategy 
I  havfi  tnnnri  some  success  with  is  to  introduce 
a  new  'spin'  nn  an  otherwise  familial  subject. 
Tlieie  aie  difleienl  ways  In  accomplish  this. 
Ihoy  include:  combining  influences  or  images 
lliut  aie  mil  commonly  associated  with  each 
other,  inti  educing  a  single  strange  nr  alien 
elamem  rn  otherwise  veiy  familial  imagery; 
nr  playing  with  an  audiences  expectations  in 
clever  and  unexpected  ways. 

Along  with  developing  touls  and  strategies 
such  as  those  already  discussed,  it  is  also 
necessary  tn  pay  attention  to  the  wuik  being 
done  by  utlieis  in  your  field  You  have  to  stay 
abreast  of  the  kinds  of  imuyeiy  that  seem 
to  be  making  the  biggest  impression  on  your 
audience,  what  stylos  appear  to  be  on  the 
wane,  and  wlwt  kinds  ol  tilings  leel  like  'flavour 
of  the  mouth'.  Ibis  is  not  to  say  that  ynu  should 
always  be  chusiny  the  market  with  your  style; 
it  is  iiiiputluill  to  find  and  then  maintain  and 
develop  your  own  voice  in  your  artwnrk  The 
bollum  line  is  that  as  ynu  do  this  ynu  shnultl 
also  be  constantly  aware  nf  rhn  environment 
anil  marker  ynu  arn  working  in. 


Cn|iyi iijlit  <0  Wi/ jiils  o(  the  Coast.  Inc. 

. . .  Working  with  an  art  director  at  a  large  publishing  company  like 

Wizards  of  the  Coast  (for  whom  this  image  was  created)  is  a 
collaborative  process.  As  an  illustrator  you  are  being  hired  for 
your  ability  to  visualize  fantasy  worlds  and  characters,  but  you  do 
not  have  total  freedom  to  draw  or  paint  whatever  you  want.  The 
art  director  usually  has  a  list  of  requirements  from  a  number  of 
different  parties,  and  creating  an  illustration  becomes  at  least  in 
part  a  problem-solving  exercise,  where  you  are  trying  to  find  the 
best  way  to  satisfy  many  (sometimes  conflicting)  conditions. 


Copyright  ©  Witards  of  the  Coast,  Inc.  Used  with  permission. 


Images  like  this  can  sometimes  he  usoH  large,  as  game 
covers,  but  more  ullcn  will  end  up  us  trading  cards  for 
games  such  as  Magic:  The  Gathering’.  Although  the  final 
art  for  these  cards  is  very  small,  sometimes  as  little  as  an 
4cm  (I'/rin)  wide,  the  same  care  and  attention  goes  into 

each  of  these  illustrations. 


One  of  the  first  things  you  have  to  establish  for  yourself  as  you  begin  a 
project  is  the  big  picture'  Your  client  may  have  some  ideas  about  mood  or 
a  certain  character,  or  perhaps  he  wants  magical  flying  armoured  hippos  in 
his  game,  just  because  he  thinks  they  are  'cool'.  As  the  artist  hired  to  bring 
this  vision  to  life,  you  have  to  be  able  to  take  a  step  back  and  perceive  the 
project  as  a  whole,  so  you  know  what  parts  are  truly  important,  and  what 
parts  obscure  the  big  picture.  Do  flying  hippos  fit  into  the  world  you  are 
creating?  If  not.  what  kind  of  spin  can  you  put  on  them  so  that  they  make 


sense  with  your  vision?  This  could  involve  a  lot  of  thinking  and  research 
on  your  part,  even  before  you  put  pencil  to  paper. 

This  book  should  in  no  way  be  considered  as  a  replacement  for  a 
good  art  education  or  experience  in  the  field  -  it  is  simply  one  working 
illustrator's  collection  of  ideas  and  strategies,  things  that  seem  to  have 
worked  consistently  well  for  me  in  the  past  My  hope  is  that  it  can  provide 
you  with  some  useful  information  and  inspiration  on  your  path  to 
becoming  a  successful  fantasy  artist 
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Any  creative  endeavour  has 
a  greater  chance  of  success 
when  it  is  built  on  a  solid 
foundation.  For  an  illustrator 
or  character  designer,  a  sound 
footing  comprises  some  basic 
knowledge  and  a  number  of 
different  competences.  This 
section  looks  at  some  of  the 
fundamental  tools  and  skills 
any  artist  should  have  in  his  or 
her  visual  toolbox,  and  will  also 
define  some  important  concepts. 


Illustration  inspired  by  the  Hindu 
goddess  Lakshmi,  goddess  of  wealth, 
fortune,  love  and  beauty. 


001  Play  with  Body  Proportions 


Ihfi  term  proportions'  infers  to  tlio  relative  sizes 
of  different  parts  of  a  characters  body,  For  lunlusy 
figures,  you  can  obtain  some  visually  interesting 
results  by  ullcimy  some  el  the  dimensions  of  a 
iiuiinul  human  budy.  Une  way  to  look  at  this  is  to  split 
up  u  character's  vertical  height  into  units  based  on  the 
length  of  their  head  Most  real  people  have  piopuitiuns 
of  luuylily  six  heads  to  llieir  Imight  liy  increasing  the 
nuinber  of  head-lengths  in  a  character's  stature,  he  or 
she  can  he  made  to  feel  more  heroic  and  larger  than 
life.  On  the  other  hand,  a  character  that  is  fewer  heads 
tall  exhibits  more  of  a  humorous  or  endearing  style 
of  heroism. 


Vis  'mads  MeASUzeMeicr  is  onu 
u/Wspep  7Z>  Be  useo  as  a  zoufh, 
nesezAi.  zute-oF-wum.  Unless 
We  ckazactfz  is  oenerto  standi  sc, 

SWAI6UT  UF-AND  FACING  We  Vl&'.eZ, 
(T  CAM  Be  DIFFICULT  TO  Be  pzecise 
about  we  mumbbz  of  mads  im  Weiz 
rzoFoznoMS.  Vie  sesr  imdicatoz 
of  success  is  We  Feet  -  always 
asf  y ouzseiF ,  to  we  chazactczs 
FzcFoencM:  cowev  we  seMSe  of 
ffzsonk  t.  oz  FHysiCALCW  Wat  you 
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Study  Face  Dimensions 


Just  as  there  are  ways  to  distort  the  body  proportions  of  your  characters  (sec  page  20),  the  dimensions 
and  size  relationships  within  their  facial  features  can  also  be  altered  to  suggest  different  personality 
traits.  To  begin  with,  study  the  proportions  of  an  ideal  head  and  face  so  that  you  know  how  tu  deviate 
from  it  when  desired.  The  head  in  profile  view  fits  roughly  inside  a  squaie.  II  you  examine  the  leatuies 
in  the  front  view,  you  can  see  that  the  head  tapers  gently  from  the  dome  ol  the  skull  tu  the  bolluiu 
of  the  chin,  and  that  the  face  is  approximately  the  width  of  five  eyes.  A  Uiuuylu  diuwn  hum  a  point 
between  the  eyes  to  the  widest  points  of  the  mouth  can  he  used  tn  determine  the  width  of  the  nose. 


The  head  is  more  elongated  in  front  ww, 

fad  dots  not  (imlpictcty  fill  (he  Square 


The  distribution  of  the 
features  from  the  front  view 
tends  to  fall  into  a  specific 
symmetrical  geometry 


Subdividing  the  square  into  four  smaller, 
equal  squares  establishes  some  important 
landmarks,  such  as  where  to  place  the 
eyes  and  ears 


003  Start  with  a  Line  of  Action 


The  figure  follows  a  general 
ardwj  line  that  is  picked 
up  by  the  arno,  upper 
torso  and  lets 


When  sketching  a  figure,  it  is  often  useful  to  distil  the 
drawing  into  a  single  gesture  or  movement,  to  attempt  to 
convey  a  distinct  visual  message.  By  starting  an  illustration 
with  a  line  of  action,  you  create  an  overall  sense  of  the 
motion  or  attitude  of  the  character,  which  all  subsequent 
drawing  and  rendering  should  adhere  to.  In  this  rough  sketch 
a  decisive  stance  is  established  by  the  feet  being  spread  and 
the  upper  torso  leaning  back  to  accommodate  the  weight 
of  the  weapon.  If  I  were  to  continue  working  on  this  image, 

I  would  be  careful  to  maintain  the  sense  of  posture  that 
was  established  with  this  initial  action  line. 


Secondary  lines,  such  as  those  of 
the  staff,  shoulders  and  head, 
should  not  contradict  or  con/use 
the  overall  action  line 
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The  position  of  the  head  is  ofte n  a 
tjood  indicator  of  tint  personality  of 
the  overall  pose.  The  tilt /turn  of  the 
head,  conveys  much  of  the  information 


The  red.  lines  in  the  illustration  correspond  to  the 
awjles  formed  by  certain  paired  elements  in  the 
human  body.  Lines  drawn  through  the  shoulders, 
hips  and  knees  show  how  the  body  responds  to  gravity 
when  the  centre  of  mass  is  shifted 


oun/eft 
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In  life,  people  rarely  carry  themselves  in  a  perfectly 
symmetrical,  rigid  state  -  more  often,  they  lean 
to  one  side  or  another,  or  rest  their  weight  on 
one  leg.  Bringing  this  sense  of  reality  into  your 
character  design  can  help  convince  the  viewer  that 
your  character  is  a  living,  breathing  personality. 

One  way  to  do  that  in  an  illustration  is  to  use 
contrapposto,  an  Italian  word  meaning  'counter 
pose'.  In  this  illustration,  the  lines  through  the 
hips  and  the  shoulders  tip  in  opposite  directions 
-  the  character  shifts  her  weight  to  her  left  leg, 
using  the  right  leg  as  a  brace.  She  tips  her  upper 
body  to  the  left  so  her  centre  of  gravity  is  over 
the  supporting  leg.  The  result  is  a  dynamic  pose, 
which  gives  a  strong  indication  of  the  character's 
confident  attitude. 
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005  Explore  Foreshortening 
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and  Perspective 
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When  you  see  people  in  real  life,  only  occasionally  will  they  be  standing  directly  in  front  of  you.  More  often  than 
not.  some  pail  of  their  body  is  turned  away  from  you.  or  towards  you.  creating  a  situation  where  the  limbs  or  torso 
aie  viewed  at  such  an  angle  that  certain  body  parts  aru  obscured  by  those  elements  closer  to  you.  This  perspective 
effect  is  known  as  foreshortening.  Figures  in  motion  or  in  some  kind  of  active  pose  will  almost  always  exhibit 
foreshortening  in  some  part  of  the  body.  This  can  be  a  very  useful  tool  in  generating  interesting  shapes  and 
silhouettes  in  your  illustrations,  and  in  general  results  in  more  engaging  images. 
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Learn  Colour  Theory 
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The  Colour  Wheel  might  already  hn  familiar 
lu  you  il  you  liuvu  lead  urt  books  01  lukon  u 
paintinri  class  It  is  thn  rnlatinnship  Imlwr :i:m  Ihe 
colours  on  the  wheel  that  interests  illustrators 
Colours  directly  opposite  each  other  are  called 
complementary'  and.  when  used  together  in  the 
fight  combination  ol  saturation  and  intensity,  can 
add  vibrancy  in  an  image  In  this  illnstratinn  nf 
a  twn-hoarinrl  monstnr,  thn  figure  is  primarily  red, 
us  is  the  majority  ol  the  giound  uiidumuulli  him. 
The  backdrop  is  rnnrlnrnr!  in  varying  shades  of 
gieen,  which  is  Ihe  complHinentary  colour  rn  red 
on  thn  whool  As  llio  gronii  sh.ulus  .1111  muiu  niulod 
and  less  saturated,  they  hecome  secondary  to  rhe 
hrighr  and  dominant  rod  This  allows  thn  charar.tor 
to  stand  uul  muio  diumuticully  hum  the  lust  ul  II iu 
scone  and  creates  a  visually  intiiyuiny  vibration 
between  die  loreyround  and  background  colours 


tan 
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Having  a  small  Colour  Wheel  to  one  side  as 
you  are  working  can  be  a  handy  reference 
to  help  keep  your  colour  strategy  clear. 
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007  Indicate  Form  with  Lighting 


Lighting  is  a  critical  luul  in  uuminunicating 
ideas  visually  Not  only  can  lighting  create 
a  certain  mood,  it  con  also  provide  a  means 
of  indicating  form  in  a  very  unambiguous 
way.  The  lighting  scheme  in  this  illustration 
consists  of  a  cool  gieeii  light  coining  in  trom 
the  left,  and  a  warm  orange  seeondaiy  light 
suuice  hunt  Ihe  light,  possibly  reflected 
horn  a  red  surface  outside  the  frame  of 
thn  picture.  Having  light  suuices  coining 
Irnm  riittnrnnr  directions  like  this  cieules 
core  shadows  on  the  Inrms,  where  the 
surfaces  turn  away  from  either  light  suuice. 
The  gradation  hum  euul  lit  surluue  to  dark 
shaded  suiluce  und  buck  lu  warm  lit  surface 
tells  the  vicwei  the  shape  uf  the  object. 

I  lie  key  is  to  keep  the  lighting  'logic' 
consistent  thiuuyhuul  the  image. 


The  darker  value  separating  the 
surface  lit  by  the  main  light  source 
and  the  surface  lit  by  bounced  light 
is  called  a  core  shadow. 
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Combine  Lighting  008 

and  Colour  Theory 
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ilia  pluvious  twu  puyus  liuvu  uxpluiuil  Ilia 
principles  nf  using  first  minor  .mrl  thnn  light 
0nr.fi  ynu  havfi  unrlfirstnnif  these  two  basic 
concepts,  yon  then  need  to  appraciatft  hnw 
to  make  them  work  together  for  a  successful, 
finished  image  Tstahlishinp  a  definite 
lighting  scheme  in  your  pointing  is  essential 
fur  buiuy  ublu  tu  convoy  luluiinution  cleuily. 
lakinp  this  strategy  further,  combining  a 
lighting  scheme  with  the  principles  nl  colour 
theory  can  improve  the  clarity  of  youi 
paintings  Ynu  can  r.nntrasr  warm  snurrn 
light  with  cool  bounced  or  secondary  light,  nr 
alternatively  create  mixed  light  sources  using 
compleinentuiy  colours.  In  this  illustration, 
warm  red-orange  light  from  below  balances 
the  r.nnl  green  light  frnm  above 


Using  complementary  colours  as  a  basis  for 
the  lighting  design  adds  vibrancy  to  an  image. 
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009  Remember  that  Style 

is  not  Design 


A  critical  concept  to  keep  in  mind  is  not  to  confuse  rendering  style  with  character 
design;  when  drawing  figures  it  is  important  to  be  able  to  distinguish  between  illustration 
and  design.  This  illustration  is  done  in  a  very  graphic,  cartoon-like  style,  but  the 
fundamental  design  elements  of  the  character  (hairstyle,  tattoos,  the  lines  of  her  clothing, 
etc.)  are  not  dependent  on  how  the  illustration  was  created  -  the  character  design 
should  be  recognizable  whether  it  is  drawn  as  a  cartoon,  painted  in  oils,  or  created  as 
a  30  model  for  a  computer  game.  Rendering  style  can  help  reinforce  a  design  statement, 
but  the  basic  design  should  be  able  to  stand  apart  from  the  manner  in  which  it  is  illustrated. 


Use  Colour  with  Care 


Green  is  the  spot 
or  key  colour  here: 
thi  other  colours  arc 
subservient  to  it 
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If  all  the  coloicrs 
are  used  in  a  fully 
saturated  u/ay,  the 
result  is  parish  and 
unfocused ■ 
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With  digital  painting  software,  it  can  be  tempting  to  lay  down  a  lot  of  colour  and  this  makes 
it  easy  to  end  up  with  an  oversaturated  image.  That’s  not  to  say  saturated  colours  are  never 
appropriate,  but  moderation  is  usually  a  good  idea.  One  simple  approach  is  to  determine  a 
dominant  colour,  and  keep  other  shades  more  subdued.  In  this  illustration,  two  versions  of 
the  same  image  are  shown  with  different  levels  of  saturation.  On  the  left,  most  of  the  image 
is  fairly  desaturated,  and  the  vivid  green  of  the  tentacle  ’pops',  making  it  a  focal  point.  On  the 
right,  saturated  colours  have  been  used  all  over  the  image,  reducing  the  impact  of  the  green 
tentacle.  Also,  blue  and  red,  two  of  the  three  primary  colours,  have  been  used  at  an  almost 
equal  intensity.  There  is  no  hard-and-fast  rule  saying  that  you  shouldn't  do  this,  but  unless  if 
is  a  deliberate  design  decision  it  is  better  to  avoid  it. 


/OO  ^f/ayy-s  fo  'if’tca/c  fantasy  ’tPiyfutrs 
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Line  Art  to  Save  Time 


Cft 


enina 


Illustration  and  design  can  be  done  in  a  variety  of  different 
media  and  using  a  number  of  techniques.  Most  of  the  artwork 
in  this  book  takes  the  form  of  either  coloured  line  art  or  tonal 
paintings,  or  a  combination  of  the  two.  Line  work  has  the 
benefit  of  being  quick  and  iterative,  requiring  less  of  an 
investment  of  time.  Line  art  can  be  used  to  indicate  detail 
and  texture,  which  might  sometimes  be  more  labour-intensive 


in  a  painting.  In  this  sketchbook  illustration,  character  design 
ideas  were  drafted  in  black  and  white  with  a  pen;  most  of  the 
details  in  the  image  are  delineated  by  the  line  art,  and  colour 
is  used  in  a  very  simple,  almost  diagrammatic  way.  Relying  on 
line  art  techniques  in  the  beginning  of  the  design  process  can 
speed  things  along,  by  allowing  you  to  explore  ideas  and 
colour  schemes  in  a  more  rapid,  less  committed  way 


030 


Separate  Character  Design  012 
from  Composition 


ciuen 
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Breaking  up  the  illustration  task  into  more 
manageable  parts  makes  the  overall 
task  much  easier.  Rather  than  designing 
the  character  as  you  are  deciding  on  the 
composition,  try  to  have  at  least  a  rough 
idea  of  the  form  the  character  will  take 
before  laying  out  the  final  illustration. 
These  colour  sketches  show  different 
attempts  to  create  a  composition  featuring 
a  three-headed  beast  (see  page  50  for 
the  finished  illustration).  Importantly, 
the  character  design  had  already  been 
completed  at  this  point,  which  allowed 
me  to  concentrate  solely  on  the  effect 
achieved  by  different  arrangements. 


i  n€f4 
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013  Differentiate  Between 

Illustration  and 
|  Documentation 


sS 

£ 

8 
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The.  process  of  creating  an 
accurate  turnaround,  drawing 
will  inwlve  m ovinj  back  and 
forth  between  mews,  correcting 
minor  geometry  error s 
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Uii  page  i'll  IIih  distinction  was  made  hetween  illustration  and  design.  Tu  leiterate,  illustration 
generally  conies  aftei  the  charader  lias  Iihho  eonc-Riveri,  while  design  is  largely  a  mental  process 
in  which  you  delerminH  Ihe  character's  features  and  employ  visual  tools  to  communicate  those 
ideas.  I  ho  term  ‘documentation’  refers  In  the  type  ol  drawing  that  is  intended  solely  to  present 
design  information  tor  use  in  another  medium.  Must  uf  Ihe  images  in  this  book  fall  into  the 
category  nf  illusliation.  and  are  intended  to  convey  a  range  of  factors  including  mood,  action, 
location  and  emotion.  A  documentary  piece  should  be  devoid  o(  these  extras',  with  the  sole  aim 
being  to  provide  an  outline  for  another  party,  such  as  a  sculptor  or  digital  3D  modeller,  with  little 
or  nothing  left  to  interpretation,  so  that  an  accurate  model  of  the  character  can  be  created 


This  is  a  valuable  exercise  m 
refining  and  documenting  a 
character  design,  and  can  reveal 
inconsistencies  or  design  flaws 
that  are  not  always  apparent 
in  a  sketch 
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c 

Appreciate  the  Value 
of  Line  Weights 


With  painting,  it  is  possible  to  indicate  a  huge  variety  of  materials,  textures  and  colours,  but  Iidw  can  you  convey 
the  same  kind  of  information  with  a  line  drawing?  Compared  to  painting,  line  art  has  a  somewhat  limited  ability 
to  transmit  your  message;  however,  one  aspect  that  you  do  have  great  control  over  is  line  weight.  By  varying 
the  thickness  and  strength  of  the  lines  that  make  up  a  drawing,  it  is  possible  to  communicate  a  fairly  large 
amount  of  information.  In  this  illustration,  thick  lines  are  used  to  indicate  edges  of  forms,  where  one  edge 
overlaps  another.  Lighter-weight  lines  are  used  to  suggest  textures,  folds  and  materials  and  are  much  more 
abundant  than  the  heavy  strokes.  In  general  it  is  better  to  be  sparing  with  the  thick  marks  -  overusing 
heavy  lines  undermines  the  impact  of  the  other  lines  and  can  result  in  a  messy,  unintelligible  drawing. 


/M)  to  'tftca/e  ^antas^ 


A  lot  of  work  goes  into  creating  a 
good  fantasy  illustration  before  the 
artist  even  puts  pencil  to  paper  or 
makes  the  first  mark  on  the  screen. 
This  section  looks  at  the  background 
work  you  can  do  to  gain  a  clear  idea 
of  who  your  characters  are  and  the 
nature  of  the  world  they  live  in, 
which  will  make  the  design  process 
easier  and  more  enjoyable.  It  is  not 
necessary  to  have  every  last  detail 
determined  ahead  of  time,  but  rather 
just  the  main  landmarks  -  personality 
traits,  occupations  or  character 
archetypes  -  that  will  provide  you 
with  a  definite  direction  and  end  goal. 


035 


t/,i  to  'ferrate  /t$a  zt/fu  y 


fk£.  L  L 


number  ot  established  figures  in  the  fantasy  mythos  - 
creating  this  image  required  a  significant  amuunt 
of  research  and  gathering  of  reference  material. 


r  • 


Establish  the 
Character's  Story 


Omh  very  effective  way  to  begin  a  figure  design  task  is  to  conceive  the  character's  story.  A  narrative  can 
come  from  any  aspect  of  a  character  culture,  occupation  or  history  -  depending  on  what  kinds  of  things 
you  want  to  emphasize  in  your  illustration.  Creating  a  story  for  your  characters  helps  to  solidify  them  in  your 
mind,  making  them  seem  more  real  Having  a  sense  of  where  your  characters  came  from,  what  their  values 
uiu,  huw  they  would  react  in  certain  situations,  even  what  they  like  to  have  for  breakfast,  is  helpful  in  many 
different  ways.  Some  of  these  factors  may  never  appear  in  the  image,  but  they  are  important  because  they 
help  tu  create  a  complete  sense  of  the  character  as  a  living  and  breathing  personality.  This  sense  of 
story  will  almost  always  come  through  in  the  final  illustration. 


I!ii|iyii|jlii  ft  WitfMfto  of  llw  f.n.vst.  Irtr 
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Understand  the 
Character's  World 
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One  of  the  most  important  things  to  determine  is  the  kind  of  world  that 
your  character  inhabits  -  time  period,  climate  and  customs.  Just  like  in 
real  life,  these  factors  have  a  significant  effect  on  someone's  general 
appearance.  Having  a  deep  understanding  of  the  world  your  character 
comes  from  provides  you  with  ready  answers  to  many  of  the  questions 
you  will  be  asking  yourself  as  you  draw.  This  illustration,  created  for  the 
fantasy  role-playing  game  'Dungeons  and  Dragons',  shows  a  very  specific 
society  made  up  of  nomadic  desert  dwellers.  Rather  than  concentrating 
on  a  single  figure  first,  I've  shown  a  fairly  large  slice  of  the  world  that  the 
characters  inhabit  Creating  imagery  like  this  can  help  maintain  a  'big 
picture'  sense  of  their  world,  which  is  a  tremendous  advantage  in  the 
design  of  an  individual  character. 


Exploring  different  conditions  in  the  same 
environment  can  be  helpful  in  firmly  establishing 
the  nature  of  a  location  in  your  mind. 


/OO  /o  'iFtra/e  't^an/a.iy 
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017  Decide  on  the 

Character's  Occupation 


In  the  same  way  that  knowing  ahout  a  character's 
world  can  provide  yon  with  many  clues  in  designing 
a  convincing  individual,  knowing  how  a  character 
spends  innsl  of  Iheir  time  and  energy  can  also  bo  a 
valuable  source  ot  visual  inspiration  In  fantasy 
shines  and  games,  main  characters  arc  usually  some 
Inim  nl  adventurer,  hut  aside  from  the  heroes  and 
supHinahiial  beings,  there  are  plenty  of  townspeople, 
meidiaiils,  clerics  and  other  supporting  roles  that 
you  miglil  like  In  illusliale  In  this  recent  illustration 
Ini  Wizards  nt  the  Coast.  I  was  asked  to  provide  an 
image  of  throe  sex  woikuis  nl  llie  Pink  Conch  bordello 
I  heir  occupation  has  informed  llie  design  of  Iheir 
provocative  costumes  and  conic  hither'  expressions. 


Aawutu  you  ahi.  Dt.A/.iw/i  fu/mauux 
wait  rmtsy  clchcwz,  iftuNUiNii 


if/  pfAt-wmp  vwm  cue:-  (iy 
krff.ut.fj/  m  imam'.  awd  r>ew,f/'.  imm 
ut.  At  in)  caw  Htir  ma/:/  youe.  imacc 
M/m  cowviwawc,.  However  you  dont 
WAWT  TO  fOllOw  factual  utFtu.twCt: 

TU>  CUCtLY,  UN(.b  DOIWO  SO  HA’,  Wr: 

roTocTiAL  to  Wt  THt  viewer  our  or 
we  would  you  M/e  eue.Anwc.  Iwutbao, 

Wc  IWIMfON  WOULD  M  TO  PFMlWD  TUB  I 

vie wen  UATHeu  thaw  exrucwy  'oumt 

i'WM  PFAl  -WOULD  IWT-FlPATiOW. 
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Incorporate  Culture 


One  important  concept  to  keep  in  mind  as  you  work  is  the  culture  of  the  character  Try  to  imagine  the  wuild 
that  the  character  inhabits,  and  picture  the  cultural  aspects  peculiar  to  that  character  Tor  example, 
in  this  illustration  the  spider  motif  has  been  used  in  the  drow  clothing  und  armour  designs.  The  choice  to 
use  spider  and  web  imagery  for  drow  characters  is  not  an  arbitrary  one  it  is  u  direct  expression  of  certain 
elements  of  the  drow  culture,  specifically  the  subterranean  origin  of  the  drow  elves,  their  ullinity  lor  the 
arachnid  creatures  found  there,  and  even  one  of  their  religious  icons,  Lullli  the  Spider  Demon  (ioddess 
Incorporating  the  character's  culture  into  the  illustration  will  biing  added  depth  and  meaning  to  the  piece. 


/OO  yfays  /o  tf’tcft/c  iffa/i/asy  'ilfa/utci 
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019  Keep  Your  Message  Clear 
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Part  of  the  task  of  creating  a  successful  character 
involves  removing  or  minimizing  details  and  design 
elements  that  contradict  or  confuse  the  message.  The 
more  the  various  ingredients  in  the  illustration  contribute 
to  a  coherent  whole,  the  clearer  the  meaning  will  be 
to  the  viewer.  In  this  image  of  a  sorcerer,  the  costume 
and  prop  design  are  simple  and  consistent  with  a 
person  who  attacks  and  defends  himself  using  magic 
alone.  He  does  not  wear  heavy  armour,  or  carry  a  sword, 
a  knife  or  other  weapons  and  equipment.  These  are 
factors  that  would  have  contradicted  the  notion  that  the 
character  is  primarily  a  user  of  magic,  and  would  create 
ambiguity  in  the  image 
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Make  Notes  to  Organize  020 
Your  Thoughts 
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Attend  aw  hacvcstinc,  the  rooty  euxies 
6ENEHAttO  by  his  body 


o/t  a 


Using  written  notes  to  record  your  ideas  is  a  very  useful  but  sometimes  overlooked 
step  in  the  character  design  process.  When  starting  out  on  a  new  idea,  notes  can  be 
used  to  log  fragments  of  designs  that  may  not  have  a  clear  visual  representation  yet,  or 
suggest  different  directions  to  investigate  later.  You've  heard  the  phrase  'a  picture  is 
worth  a  thousand  words',  but  sometimes  written  comments  can  be  worth  a  few  pictures 
too.  Notes  can  serve  as  reminders  without  committing  to  specific  design  choices  too 
early  in  the  character's  development. 


■/Ot)  /o  't fantasy-  /r.i 
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021  Know  Your  Audience 
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'Fnowino  wuh  Aumkvce  nor  omy 
MCANS  UNPCPCTANPWO  vjHO  IS  LOOK  INC, 
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To.  Fait  or  m  job  of  pcsc arching 
AN  ILLUSTRAITon  Of;  PFSIGN  TASK  IS  TO 
iook  at  othoa  Similar  work  in  iTie 
mruui  Af  r,(Ni;t  anp  fl?u  in  which 
yOU  AM  WORKING.  ITtt:  Intu-nit  is 
txTMMuy  ustruL  /or  inis  kino  0/ 

PTC  APT H,  A\  IS  GOING  IT)  BOOKSHOPS 

ant  an (nc  a  /irst-hanp  iook  at 

M  KINO  01  AOwORK  If/Al  i',  At  PC  APT 
ON  Utt  SHCIVT. 


If  you  are  aware  of  the  people  who  will  be 
looking  at  your  work,  you  can  keep  them 
in  mind  to  help  with  decision-making  as 
you  design.  For  example,  if  you  are  creating 
characters  that  will  be  seen  by  young  children, 
it  pays  to  favour  clean  line  work,  simple 
shapes  and  forms,  and  bright  colours.  If  on  the 
other  hand  your  audience  is  older  -  teenagers 
or  young  adults  -  a  more  detailed,  complex 
art  style  is  more  appropriate.  In  this  image  of 
a  young  orc-like  creature,  I  have  deliberately 
chosen  a  simplified  style  that  is  not  hyper- 
realistic  01  overly  grotesque  My  intention 
was  to  create  a  fantasy  illustration  that  would 
provide  a  way  for  people  not  familiar  with 
fantasy  art  (such  as  young  children)  to  relate 
to  the  character. 
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Explore  Character 
Archetypes:  Death 


The  image  of  Death  as  a  sentient  being  exists 
in  almost  all  cultures.  In  Western  society,  he 
is  most  often  known  as  the  'Grim  Reaper'  and 
is  associated  with  skull  or  skeleton  imagery, 
symbolizing  the  decay  of  the  body.  Scythes  and 
dark  hooded  robes  usually  accompany  this 
archetype.  The  most  compelling  quality  of  the 
Death  character  is  the  sense  of  the  unknown 
that  he  conjures,  forcing  us  to  question  whether 
something  exists  beyond  life.  Invoking  this  quality 
by  hiding  the  face  or  obscuring  the  eyes  so  that 
expression  is  unreadable  is  critical  in  any 
portrayal  of  Death. 
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023  Explore  Character 

Archetypes:  The  Wizard 


I  lie  wizard  archetype  is  well  known  in  the  fantasy 
world.  The  genre  is  often  referred  to  as  'Sword  and 
Sorcery',  which  indicates  just  how  important  the 
magical  aspect  is  within  it.  The  wizard  or  sorcerer 
character  is  often  depicted  as  an  older,  scholarly 
figure  whn  has  devoted  his  life  to  the  study  and 
practice  of  his  craft.  Rather  than  depend  on  his 
physical  abilities  in  an  adventuring  career,  he  has 
f-hnsnn  tn  develop  his  mind  in  uidut  to  master  the 
magic  arts  The  key  strategy  in  illusliating  a  wizard 
is  to  make  some  snrr  nf  visual  reference  to  his 
reliance  un  puwuis  beyond  his  bodily  capahilities 


SruiAUyet’  'ajrmi  tai,vt_  nkum<, 
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Explore  Character  024 

Archetypes:  The  Holy  Man 


This  holy  man  has  a  serene,  calm  air  to  him.  but  personality  is 
not  tied  to  a  particular  archetype.  A  fiery,  angry  character  with  a 
much  more  intense  expression  could  also  work  for  this  archetype. 

/OO  t/ay-i  /o  iP -rr//r  P$a/t/asy  'itfiyaw 


teacnet 


Allliuuyli  lltete  are  some  similarities  hfirwonn  this 
oichutypu  and  II le  wuuid  cliaiacter.  there  are  also 
crucial  differences.  Usuully  Utc  holy  mull  uppeurs 
as  a  patriarchal  aiilliiuily  figure  representing 
a  religions  nr  clerical  mnvnmnnl  01  institution. 

I  ikn  thn  wizard,  his  pnwor  comes  hum  sume  tiling 
nmntnr  than  himself,  IjuI  in  lliis  euse  il  is  nul 
magic  but  Gud.  The  liuly  iiiun  acts  as  a  conduit 
lui  supernatural  and  metaphysical  powers 
and  can  ha  depicted  with  snmn  artefact  01  symbol 
of  the  weight  uf  Ins  office.  I  Ins  might  ba  a  stall, 
religious  item  nr  ienn,  nr  a  consecrated  weapon 
such  as  this  preacher's  sword 


025  Explore  Character 
Archetypes:  The 
Holy  Woman 
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The  female  holy  character  is  similar  to  the  male  version,  but  while  the  holy  man  takes  on  father 
figure  roles,  the  holy  woman  represents  the  maternal  aspect.  Like  the  holy  man,  the  holy  woman  or 
priestess  derives  her  power  and  accoutrements  from  her  station  as  a  representative  of  a  larger,  more 
powerful  and  authoritative  institution.  In  a  similar  manner  to  her  male  counterpart,  the  holy  woman  can 
express  her  station  by  wielding  or  displaying  some  object  or  artefact  of  her  religion. 


<C  / 

Explore  Character 
Archetypes:  The  Sorceress 


A  popular  character  archetype  tliul  ullen 


appaars  in  different  fantasy  settings  is  the 
ci(Hl(1ess/snrf.eress/oarth  mother  figure. 

I  Ins  character  is  tho  female  counterpart 
to  the  wizard/sorccrcr  archetype  mill  is 
similar  tu  the  piiHsl/priHslass  character 
Like  the  wi/ard,  IIih  sorceress  often 
possesses  a  power  or  ability  raicly  fuumJ 
in  the  general  population,  and  Iras  liinieil 
this  ability  through  a  lengthy  puiiud  ul  study 
nr  apprenticeship.  Her  choice  to  pursue 
this  path  might  have  been  influenced 
by  an  inherent  quality  ur  skill  In  llns 
illustration,  lire  character  depicted  is  a 
tclepath  she  was  bom  with  n  CHI  lam 
talent  tor  mind  control,  which  had  to  lie 
nurtured  and  trained  in  order  to  develop 
fully.  The  formal  stance  and  ohvinus 
concentration  of  fhe  character  suggests 
a  high  level  of  discipline 
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027  Explore  Character 
Archetypes:  The  Hero 
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I  he  hero  is  the  character  that  most  people  identify 
with,  and  is  consequently  the  archetype  that  is  most 
open  to  interpretation  In  theory,  the  hero  of  a 
lanlasy  story  can  come  from  any  of  the  other  character 
archetypes,  hut  in  most  cases  the  typical  hero  is  more 
of  a  generic  or  'everyman'  character.  This  allows  an 
audience  tn  relate  to  him  hy  imprinting  something  of 
limit  own  identity  nn  to  the  character.  A  hero  is  often 


defined  by  his  quest,  wherein  the  adventures  he 
experiences  cause  him  to  change  in  some  significant 
way.  The  hero's  main  quality  -  for  example,  physical 
strength,  skill  with  a  particular  weapon,  or  a  special 
ability  such  as  communicating  with  animals  -  should 
be  expressed  with  utmost  clarity.  Probably  more  so 
than  the  other  archetypes,  the  hero's  key  selling 
point'  cannot  be  complicated  or  obscured. 


c 


Explore  Character  028 

Archetypes:  The  Jester 


In  any  story.  be  it  a  him  or  a  graphic  novel,  ir  is  often 
useful  to  create  a  secondary  chaiuctui  tu  wuik  with 
Hie  pumary  rules.  Ihe  jesler  nr  comic  figure  usually 
accompanies  the  hero  and  acts  as  a  humorous  foil 
ur  nun  alive  device,  providing  a  mechanism  for 
exposition  in  situations  where  the  liuiu  un  Ins  own 
might  he  too  limitinn  In  the  same  way  that  adding  a 
spot  of  complementary  colour  can  arid  a  visual  spark 
oi  increased  vibrancy,  injecting  a  small  element  of 
humour  can  provide  welcome  relief  in  an  otherwise 
grim  nr  morbid  storyline  Facial  expressions  ate  key 
to  creating  this  cnmedic  appeal  in  a  character,  with 
spaiklmg  eyes  and  infectious  smiles  top  of  the  agenda 
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029  Explore  Character 
Archetypes:  The  Beast 
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An  archetype  that  frequently  appears  in  fantasy  stories  is  that 
of  the  beast.  These  intelligent  monsters  are  usually  based 
on  real-life  animals,  and  a  particular  creature  can  be  chosen 
to  represent  a  specific  character  trait  or  personality  -  for 
example,  owls  are  often  equated  with  wisdom,  monkeys  with 
mischief,  hyenas  with  cowardice  and  sloths  with  slowness  or 
laziness.  In  certain  cases,  a  combination  of  different  animals 


can  be  used  to  convey  a  dramatic,  complex  character 
type  such  as  in  this  illustration,  which  shows  a  beast 
comprising  parts  of  a  tiger,  a  ram  and  a  black  dragon.  This 
sort  of  character  design  has  precedents  in  Ancient  Greek 
mythological  beasts  such  as  the  multi-headed  Hydra,  or  th 
three-headed,  snake-tailed  hound  Cerberus  who  guarded  the 
gates  to  Hades. 


050 


Explore  Character 
Archetypes:  The  Ghost 
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Apparitions,  spirits,  wraiths,  phantoms,  spectres  and  other  ethereal  beings 
have  long  been  a  part  of  many  of  the  world’s  myths  and  stories.  In  the 
fantasy  realm,  ghost  figures  or  undead  creatures,  such  as  the  Forgewraith, 
often  exhibit  powers  or  flight,  incorporeality  and  other  supernatural 
abilities.  Successfully  illustrating  a  ghost  can  usually  be  accomplished  by 
indicating  one  or  more  of  these  factors  -  by  showing  the  character  floating, 
moving  through  solid  objects  or  changing  shape. 

/Of)  /o  <&anla&u  ffitij/utes 


Although  the  ghost 
figure  is  incorporeal, 
creating  a  design  with 
a  face  (or  something 
serving  a  similar 
function)  gives  the 
viewer  a  way  to  relate 
to  the  creature  as  a 
distinct  personality. 
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plore  Character 


Archetypes:  The  Beast  Man 
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Fantasy  stories  are  well  known  for  their  portrayal  of  the  archetypal  beast-man, 
which  includes  creatures  such  as  ores,  goblins  and  trolls.  The  beast  man  is  usually 
depicted  as  an  inferior  form  of  human,  or  sometimes  a  combination  of  man 
and  brutish  animal,  with  slightly  lower  intelligence  than  a  normal  person.  This 
archetype  can  he  represented  by  adding  one  or  two  visually  dramatic  components, 
such  us  lusks.  lizuid-like  skin,  horns  or  claws,  to  a  humanoid  body  shape. 
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Explore  Character 
Archetypes:  Familiars 


032 


Fantasy  characters,  in  particular  witches,  sorceresses 
or  other  users  of  magic,  will  often  be  accompanied 
by  intelligent  creatures  known  as  familiars. 
Sometimes  these  familiars  might  be  recognizable 
real-world  creatures  (although  they  should  exhibit 
behaviour  quite  unlike  their  natural  counterparts!, 
or,  as  in  this  illustration,  they  can  take  the  form  of 
monstrous  or  unusual  creatures.  Including  a  familiar 
alongside  your  primary  character  provides  another 
outlet  for  expressing  a  particular  personality  trait, 
which  is  especially  useful  if  the  character  in  your 
scene  already  has  a  complex  story. 
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Explore  Character 
Archetypes:  The 
Winged  Character 
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In  the  fantasy  genre,  characters  with  wings  are  almost  as  common  as  characters  possessing  other 
animal  traits,  and  in  some  cases  more  so.  If  human  flight  were  a  reality,  in  order  to  support  the 
weiylil  of  even  a  small  person,  the  wings  would  have  to  be  incredibly  large.  Try  to  acknowledge 
this  physical  requirement  by  making  the  proportions  of  a  winged  humanoid  character 
approximate  to  those  of  a  real  world  flying  creature,  such  as  a  bird  or  a  bat. 
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Explore  Character  034 

Archetypes:  The  Golem 
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The  word  'golem'  has  its  origins  in  Jewish  folklore,  and  refers  to  a  creature  that  is 
created  from  inanimate  matter  This  type  of  character  appears  in  both  fantasy  and 
science  fiction  genres.  In  the  fantasy  world,  golem-type  creatures  such  as  the  three 
'war-forged'  characters  in  this  illustration,  usually  have  supernatural  origins,  brought  to 
life  from  inert  materials  by  a  wizard  or  other  magical  character.  Any  depiction  of  a  golem 
should  exhibit  the  physical  scars  that  show  it  has  been  artificially  created  or  assembled; 
for  example,  seams,  stitches,  mechanical  joints  or  other  signs  of  construction 


/ 00  /o  'iFtca/c  n/cuy  /r.< 


The  presence  of  what  looks  like  a  key/lock 
device,  along  with  the  rivets  and  plates, 
reinforces  the  idea  that  these  creatures  are 
mechanical  rather  than  natural  beings. 


There  are  numerous  design  strategies 
that  can  be  used  to  help  flesh  out 
your  fantasy  characters.  The  tips  in 
this  section  discuss  ways  in  which 
your  initial  ideas  and  concepts  can  be 
developed  and  refined  on  paper  or  on 
the  screen,  exploring  and  evaluating 
different  directions  you  might  like  to 
go  in.  These  are  not  limited  to  specific 
types  of  characters,  but  can  be  applied 
to  many  different  situations. 


The  Aboleth  is  a  sea  creature  whose  design 
draws  inspiration  from  real-life  animals,  but 
is  clearly  a  creature  of  fantasy. 
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035  Create  a  Visual  Hook 


from 


One  way  to  approach  character  design  is  to  find  a  major  visual  'hook'  or  distinguishing 
characteristic  that  a  viewer  is  able  to  identify  and  recognize  easily.  This  can  also  serve  as 
a  mnemonic  device  to  remind  us  of  the  character's  pertinent  back-story  or  other  critical 
information.  The  hook  in  this  illustration  is  the  drow  priestess's  costume,  which  is  heavily  based 
on  the  spider  motif  so  crucial  to  drow  culture  (see  page  39)  She  has  web  patterns  over  her  skirt 
and  boots,  and  the  angles  and  lines  in  the  costume,  including  the  gloves  and  headpiece,  reinforce 
the  shapes  formed  by  the  webs.  Finally,  a  spider  graphic  in  the  background  bolsters  the  theme. 


Cuuyiiglit  (0  WimiiIi.  nl  ilm  OiKiM  liu: 
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The  use  of  red  as  a  spot  colour 
recalls  a  spider's  multiple  eyes, 
or  the  markings  on  specific  kinds 
of  spiders,  such  as  the  hourglass 
shape  on  a  black  widow. 
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Determine  a 
Visual  Hierarchy 


teulute  z/je&vffn 

£:e/cde& 


Cruuling  visual  liuuks  m  u  character  design 
is  helpful  lur  eslablishmg  a  solid,  memorahln 
identity.  I  lowever,  those  hooks  should 
bo  limited  to  two  or  three  at  must,  us  tuu 
much  information  can  cloud  your  message 
Determine  which  of  these  features  is  the  tnosl 
important,  and  keep  this  hierarchy  in  mind 
when  designing  the  characlei.  In  this  sel  ol 
sketches  for  a  semi  intelligent,  slow-iiiovmn 
plant-like  creatuie,  I’ve  explored  several 
directions:  variations  on  silhouette,  from  tall 
and  skinny  to  more  rounded  and  pear  shaped, 
floating  versus  legs,  distinct  head  and  liiuh 
shapes  versus  a  inure  amorphous  form 
Using  all  IIihsh  dittarent  rinsign  nloments  on 
a  single  illustration  would  result  in  a  weak, 
unmemorahle  image  I  laving  generated  these 
skelches,  I  now  need  to  decide  which  two  or 
three  aspects  leel  must  appiopiiaiH,  and  of 
those  which  is  most  important  visually. 


■Rtcoynistiblt.  i/sujH  tltnvitnts  in  tint  -met inn 
o(  lounviotum  -  -many  epportunitits  for 
tnhandny  tint  alitn  fttl  through  Inoit/  tint 
irtaturi  wvvts 
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Hand  testures 
(■n-vArd) 
associated  uith 
Buddha  fij 
Add.  Another  layer 
of  interest  in  the 
silhouette 


Huwm-liU 
proportions  help 
to  emphasize  the 
fantastic  nature 
of  his  appearance 


One  of  the  primary  ways  in  which  we  recognize 
a  character  is  through  its  silhouette.  This  is  the 
main  graphic  'read'  of  a  character,  over  and 
above  details,  textures  and  to  a  certain  extent  even 
colour.  From  a  distance,  textures  and  details  are 
obscured,  and  lighting  conditions  can  affect  how 
colour  is  perceived,  but  rarely  will  a  character's 
silhouette  be  altered  by  environmental  conditions. 

A  silhouette  can  be  transformed  by  many  different 
factors,  such  as  clothing,  tools  or  weapons, 
body  style,  or  even  body  parts  like  horns,  tails, 
hooves  or  wings.  This  set  of  thumbnails  shows 
some  explorations  of  silhouettes  for  a  painting  of 
Ganesh,  the  Hindu  god.  Ganesh  is  an  established 
figure  with  certain  aspects  that  I  wanted  to  explore 
and  experiment  with;  the  mixture  of  human  and 
elephant  forms,  the  extra  arms,  and  various 
instruments  and  artefacts. 


ss  the  Power 
f  Silhouette 


A lythual/relijLous  figure  but  portrayed,  in  a  fairly  realistic  fashion 


Use  Points  of  Reference 


In  some  instances,  a  character  or  creature  in  a  fantasy 
setting  will  be  alien  or  amorphous  enough  that  it  can  become 
difficult  to  get  a  sense  of  the  characters  physiology  or  the 
logic  behind  its  design.  In  a  case  like  this  it  can  be  helpful  to 
include  certain  landmarks  or  points  of  reference,  so  that 
a  viewer  can  perceive  some  sort  of  order.  For  example,  in 
this  design  for  a  large  creature  called  an  Aboleth.  I  have 


relied  on  a  few  familiar  visual  cues  to  enable  the 
viewer  to  understand  die  form  of  Ihe  creature  Symmetrical 
features  like  the  eyes,  the  paired  sets  of  tentacles  and 
the  triangular  fore-fins  tell  the  viewer  lhat  the  creature 
possesses  bilateral  symmetry  (left  right  symrnulty.  like 
most  animals  and  human  beings).  Without  these  aspects, 
it  could  be  ddlicult  to  tell  much  about  its  shape 
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041  Make  a  Commitment  to 

Symmetry  or  Asymmetry 
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Symmetry  and  asymmetry  as  design  statements 
tend  to  be  more  successful  when  they  are  clear 
and  definite  aspects  of  your  characters.  This 
preliminary  sketch  of  a  Medusa  like  figure  is  an 
example  where  it  has  yet  to  be  decided  which 
way  to  go  in  that  respect.  The  headdress  is  a 
primary  element  here,  but  it  is  not  yet  clear 
if  the  design  is  meant  to  be  symmetrical  or 
asymmetrical.  To  move  forwards  with  this,  my 
strategy  would  be  to  refine  the  shape  of  the 
headgear  so  that  it  is  clearly  one  or  the  other. 
Leaving  ambiguity  in  terms  of  symmetry  just 
makes  it  appear  as  though  you  have  made  errors, 
or  that  you  weren't  able  to  draw  accurately 
enough  to  show  symmetry  in  the  design. 
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Aim  for  Symmetry 
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Human  standards  of  beauty  usually  depend  on  faces  and 
bodies  exhibiting  clear  left-  right  (bilateral)  symmetry 
This  is  a  useful  point  to  remember,  even  if  in  real  life 
people  rarely  exhibit  perfectly  symmetrical  features. 

In  the  field  of  entertainment  design,  the  tendency  is 
to  portray  ideals  and  extremes  in  character  design 
for  the  sake  of  clarity  -  people  are  either  idealized 
and  beautiful,  or  very  grotesque  and  scary.  Physical 
symmetry  is  a  visual  cue  among  human  beings  that 
suggests  health,  vigour  and  attractiveness.  Reinforcing 
this  with  symmetry  in  the  costume  design  as  well, 
as  in  this  illustration,  can  help  to  convey  the  message 
of  physical  perfection 
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043  Try  Deliberate  Asymmetry 
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If  you  aie  including  asymmetrical  elements  in  your 
character,  it  is  better  to  be  definite  about  them. 
Asymmetry  as  a  design  statement  con  create  interesting 
visual  tension.  A  design  hased  on  symmetry  can  have 
a  ngiil  IhhI,  whereas  adding  a  component  that  clearly 
favours  one  side  or  another  adds  a  certain  dynamic, 
oll-halance  quality  Tho  main  thing  to  remembei  is  that 
making  something  vnry  subtly  asymmetrical  just  looks 
like  you  have  marin  a  mistake,  so  you  need  to  make  it 
obvious  In  this  illustration,  the  difference  in  size  of  the 
character's  arms  is  emphasized  as  much  as  possible. 

Ilia  leelmg  of  tension  comes  from  the  effort  of  the 
cliaradnr  In  compensate  for  tho  weight  of  the  large  arm 
by  leaning  over  to  the  other  side.  This  chaiactei  would 
not  tit  the  standard  definition  uf  beauty,  bill  is  far  more 
interesting  as  a  result 


The  arm  with  no  hand  is  the  more  muscular 
one,  as  this  character  uses  interchangeable 
mechanical  prostheses  on  his  stronger  arm, 
requiring  more  muscle  mass  to  move  the  heavy 
armatures  around. 


Design  in  Profile 
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All  of  that  characters  art  wvrt  or  las 
sy-mwittncal  u/htn  viewed.  from  the  front 


Norwial  hu-man  ftatura 
combine  with  artificial 
elements  such  as  fabrics, 
armour  amt  jewellery 


Work  back  ami  forth  between 
front  amt  sick  views 


As  these  quick  sketches  shew, 
designing  (mails  in  profile  ran 
free  you  up  to  explore  different 
shapes  without  hninq  hound  by 
tlm  mnslramls  nt  symmetry  frying 
tu  diuw  perfectly  symmetrical  and 
uider  ly  faces  can  pal  in  the  way 
nl  building  up  a  catalogue  ot  ideas 
through  initial  thumbnail  sketches 
and  design  derations  lining 
numerous  drawings  with  this  type 
of  freedom  is  a  grHal  way  tn  get 
the  mind  going,  stimulating  the 
thought  process  foi  olliet  designs 
and  illustrations. 
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045  Grasp  the  Keys  to  Expression 
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The  eyes  are  said  to  be  the  windows  to  the  soul.  In  an 
illustration,  the  eyes  and  eyebrows  are  some  of  the  key  tools 
foi  conveying  personality.  In  its  most  basic  form  as  a  classic 
smiley  face,  the  eyes  and  mouth  can  convey  a  wide  range 
of  expressions.  As  this  illustration  shows,  adding  eyebrows 
increases  the  emotional  vocabulary  immensely.  One  thing 
to  note  is  that  the  eyes  and  eyebrows  are  rarely  symmetrical 


in  real  life.  In  fact,  without  asymmetry  in  this  area,  faces 
tend  to  feel  somewhat  artificial  and  lacking  in  expression. 
This  is  an  instance  where  you  definitely  want  to  introduce  a 
bit  of  asymmetry  in  order  to  produce  a  convincing  character. 
The  mouth  shape  of  the  vampire  in  this  illustration  highlights 
the  asymmetrical  nature  of  the  eyebrows,  opening  up  the 
expressive  potential  of  his  face. 


Find  a  Key  Colour 
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In  entertainment  design  projects,  such  us  gomes, 
comic  books,  or  role-ploying  yumu  munuuls. 
characters  olten  come  to  be  closely  identified 
with  logos,  graphics  or  certain  key  colours 
Creating  a  clear  association  with  a  specific 
colour  or  icon  is  a  simple  hut  effective  way  of 
adding  another  dimension  to  your  charnr.tnrs 
Comic-book  superheroes  are  a  good  example  of 
this  technique  -  certain  supeilic'io  chauiclcis  uiu 
directly  associated  with  then  logos,  or  particular 
colour  combinations  thar  echo  their  costume 
designs.  In  this  illustration  ol  a  diuw  ell,  I  wanted 
to  set  up  the  deep  red  colour  os  puit  uf  lici  visual 
identity  Keeping  the  rest  of  the  image  relatively 
monochromatic  and  dcsatuiated  helped  to  establish 
the  red  us  a  distinctive  design  eleinnul  I  lie  colour 
is  picked  up  again  in  the  eyes  of  her  familiar  as  well 
as  in  hei  staff. 


/Ot)  to  'iFtcafr  &an/<uy  ’ttftij/utfA 
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047  Create  Connections 
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A  number  of  individuals  can  be  shown  to  be  members  of  a  group  or  alliance  through  the  use 
of  common  design  elements  in  clothing  or  equipment,  similar  to  the  way  in  which  members 
of  a  sports  team  wear  uniforms.  In  this  illustration  of  three  drow  elves,  each  elf's  armour  is 
distinct,  with  different  colour  palettes  and  designs  Typically  in  the  fantasy  genre,  drow  elves 
aie  distinguished  by  spider-inlluenced  designs,  but  for  this  particular  illustration  I  wanted  to 
sec  whether  I  could  still  convey  their  culture  without  relying  on  that  predictable  visual  device. 
Elements  such  as  tile  repeated  overlapping  plates  and  angular,  downward-pointing  shapes 
indicate  that  these  characters  are  related  in  some  way  without  relying  on  the  more  literal 
approach  of  covering  their  armour  in  spiders  and  webs. 
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Provoke  a  Reaction  with 
the  Uncanny  Valley 


062 


I  ha  farm  uncanny  valley'  was  euimnl 
by  a  Japanese  scientist  named  Musuliiio 
Mori,  and  lefeis  lu  u  phenomenon  Thar 
uccuis  when  a  creature  nr  nharar.tor 
begins  to  vary  closely  rasemhln  a  human 
being,  axcapr  fnr  nnn  nr  twn  key  areas. 

I  he  mnre  nlnsnly  something  looks  like  u 
real  person,  thn  mom  empathy  u  viewei 
will  fnnl  with  it,  until  at  a  cuilum  point  Ilia 
resemblance  is  su  close  Hint  any  dittRranr.n 
ui  irregularity  leals  vary  disturbing  Hmc, 
the  character  is  realistically  icndeied, 
with  just  a  lew  subtle  changes  in  his 
physiology  to  reflect  a  cut  influence.  I  lit: 
ellecl  causes  Ibis  charanrnr  ro  ho  far  mnre 
unsettling  than,  say,  the  bipedal  lobslei 
character  on  papa  ftli 


SoHttTMf!:  A  M  fe&MI  rw(C 
01  AttwORt  (an  nvviw.  ww 
iN!?vtsiTN6  ifxim  or.  (cuour 
variation  that  can  st  mtti< 
into  a  A/fw  mce  In  nos 
tXAMPLt,  fvt  tAKFN  a  F/rC  C 
FFOM  ANOlfiCC  lUUm-ATlON 
(HvAONtri)  ANt>  UiCl>  ft'  AS  A 
mile  OHm.AV  LAY  Ft  JUFT  To 
iNTWWt  9)Mt  1 1XftKe. 
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063  Create  a  Monster: 
Tried  and  True 


& 
& 


(Inn  nf  the  tasks  I  enjoy  must  in  diuiauler 
desiyn  is  being  asked  tn  create  a  monster 
I  Mura  arn  nnnnrlnss  ways  to  oppruudi  this 
puilicului  design  issue,  but  a  good  way 
to  stall  is  to  base  ynnr  mnnstnr  design 
on  one  of  the  pre  existing  monster 
archetypes  that  most  people  ore  already 
familial  with,  such  as  vampires,  tnmhies, 
or  seme  form  of  wuie  ueutuie.  bxamples 
ul  nitiiislers  danvad  from  any  nf  these 
prototypical  aidielypes  can  be  luund 
tliiuuyhuul  Ilia  lanlasy  wnrlri  and  offer 
an  excellent  source  of  inspiration.  One 
of  the  must  well  known  nt  the  monster 
archetypes  is  the  vampire,  whidi  lias  hud 
countless  diffeient  meainaliuns  in  different 
enleituinmunt  media. 


The  eliuractar  in  this  illustration 
exhibits  many  of  the  hallmarks  of 
the  traditional  vampire  character, 
such  as  overdeveloped  fangs, 
pale  skin  and  blood-red  eyes. 
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Create  a  Monster:  064 

Skin  Deep 


Due  lactic  that  you  can  employ  rn 
yreul  el  led  in  your  monster  rlflsiflns 
involves  a  purely  textural  or 
surface  approach  I  he  example 
here  shows  a  7omhie  (nr  unrloarl/ 
reanimated  r.nrpse  -  all  terms  for 
the  same  r.nnr.npt)  whose  silhouette 
is  basically  lliul  ul  a  iiuimul  huinuii 
Uemy.  I  he  anatomy  is  distorted  and 
exaggerated  to  a  ccitain  deyiee. 
hut  the  mam  design  statement  is 
expressed  thiouyli  the  chuiactei's 
surface  quality  I  he  imagery  is 
intended  to  play  up  the  sense  ul 
decaying  skin,  layers  ef  decomposing 
flesh  and  unsiylilly  uuzmy  fluids. 


A  dimensional  component  also  exists  in  the 
irregularities  of  the  skin,  so  it  reacts  to  light 
in  the  same  way  as  the  larger  forms,  creating 
highlights  and  casting  shadows. 


/OO  7/a  yd  /o  /Fera/r  't&aa/a.i  y  7¥iyu/:r,i 
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Create  a  Monster: 
Beauty  is  the  Beast 


The  'Fteauly  anil  the  Qeast'  concept  can  be 
applied  to  monster  design  for  another  disturbing 
effect.  Combining  hails  commonly  associated 
with  monsters  and  visual  cues  that  are  normally 
icluled  to  beauty  can  result  in  a  striking 
chuiuctei  ui  crealuie  design  I  he  Under  is  a 
perfect  example  of  this  dichotomy,  The  face 
and  uppei  Uudy  ul  this  character  is  otherworldly 
in  its  colours  and  textures,  hut  provides  enough 
references  In  a  standard  definition  of  beauty  to 
create  a  jarring  contrast  with  the  grotesque, 
insect-like  lower  body 


Separating  the  'beauty'  and  'beast' 
components  makes  the  different  aspects 
easier  to  read,  but  it's  important  to  relate 
the  two  aspects  visually,  providing  a 
link  through  colour,  textures  or  details. 
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Create  a  Monster:  066 

Tales  of  the  Unexpected 


Another  approach  to  monster  design  involves  arranging  known  elements  in  new  ways,  or  playing  with 
people's  expectations  of  proportions,  colours,  features,  limbs  and  so  on.  In  this  illustration,  the  creature's 
head  has  been  replaced  with  a  set  of  tentacles.  With  characters  that  have  an  essentially  humanoid 
silhouette,  often  the  first  place  the  viewer  looks  to  determine  identity  is  the  head,  specifically  the  face. 
Substituting  something  else  where  the  head  should  be  can  have  a  startling  effect. 
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067  Create  a  Monster: 
Elimination 
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An  effective  creature  design  can  come  out 
of  a  strategy  of  eliminating  important 
parts  of  anatomy  A  monster  consisting 
of  only  a  head,  ui  u  headless  or  armless 
orealnre,  has  a  certain  disturbing  quality 
that  piubahly  plays  on  uur  inualH  revulsion 
tnr  hnhoarlings  and  amputations.  The 
llehnlder  is  a  well-known  creature  in  the 
lealm  uf  lantusy  mle-playing  flames.  Its  kRy 
visual  characteristic  is  that  of  a  floating, 
disco ibudied  head  with  a  suiflle  glaring  eye 


Ei  my  Attn t,  op.  phainwc 
t>u  i  m/Ji  ioi>y  IMS  (.AM 
me  wrenen/r  cffcfk  in 
A  OC',lF,N.  Evt.  S  Akt  IftUM IY 
iHrt.’kwr  in  ctwytYtNf,  a 
sV./VsV.  oF  uiN\t  intiKfjt’s  OP. 

inttu  u.fNct,  eye  coma 
it  a  veey  txpea  way  to 

CNhAhC;  WITH  A  PtkiON  OP 
CPiAttAPi.  El  (MIN AT (N6  THE 
m  ao  of  a  cp.tAWp.t  ee was 
IN  HOPt  of  A  it  NT*  OF 
Minin  <Tiai  (ft. 
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Create  a  Monster:  Imply 
Possession  or  Infection 


068 


We've  looked  at  a  few  different  ways  in  which  shapes  and  forms  borrowed  from  animals  can  be  used  to  alter  u 
silhouette.  In  those  cases,  the  creature  or  character  is  usually  something  that  was  horn  or  created.  One  other  option 
is  to  illustrate  a  new  being  that  is  the  result  of  one  creature  infecting  or  taking  over  another  In  a  case  like  this, 
the  infected  or  possessed  character  would  still  be  recognizable,  with  the  horror  of  possession  luiming  Itie  basis 
of  the  design.  In  this  illusliation,  u  humanoid  character  has  been  possessed  by  another  creature  that  manifests  as 
snake-  and  tentacle-like  forms  that  erupt  from  the  torso 


/ 00  7/a  /o  'i&a fi/ai  y  'iPiyutr.s 


Copyright  Wizards  of  the  Coast.  Inc 
Ustti:  with  permission 


Maintaining  the  colours  and  textures 
of  the  original  character  in  the 
'infected'  aspect  implies  that  the 
fundamental  genetic  make-up  of  the 
victim  has  been  altered  by  whatever 
is  possessing  it. 
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loit  the  'Save 
Cat'  Factor 


Cupyiighl  •£!  Wizards  nf  thn  Coast,  Inc 
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'Save  the  Cat'  is  a  concept  described  by  screenwriter  Blake  Snyder  in  his  book  of  the  same  name.  It  refers  to  an 
innate  human  characteristic  in  a  hero  that  allows  the  audience  to  identify  with  him.  This  trait  is  epitomized  in  a  hero 
who  stops  to  save  a  cat  on  the  way  to  an  epic  calamity.  It  gives  the  character  an  endearing  quality  that  makes 
him  a  little  more  human,  ami  therefore  more  approachable,  than  a  character  who  is  superhuman  but  who  is  too 
'cool'  to  stop  for  the  cat.  This  preliminary  sketch  for  an  illustration  features  a  character  who  is  a  master  of  many 
diffeienl  disciplines.  Ihe  tact  that  he  wears  glasses  is  uncommon  for  a  fantasy  hero,  but  this  instantly  gives  him 
the  'save  the  cat'  factor,  making  him  more  approachable  than  the  typical  muscle-bound  barbarian. 


Include  a  Set-Piece  Prop 
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Portraying  a  character  in  a  specific  environment  helps  to 
strengthen  the  story.  For  example,  an  image  of  a  vampire  in  a 
cave-like  setting  surrounded  by  flying  bats  and  the  mummified 
remains  of  his  victims  reveals  more  than  an  illustration  of  the 
same  vampire  on  a  plain  white  background.  In  any  image,  a 
character  with  a  specific  story  angle  or  personality  trait  often 


benefits  from  a  visually  equivalent  prop,  such  as  a  vehicle  or 
piece  of  equipment  that  reinforces  a  particular  aspect  of  his 
or  her  persona.  In  this  illustration  of  a  master  of  an  underworld 
prison,  a  sculptural  obelisk  in  the  background  echoes  some  of 
the  shapes  of  the  main  character,  and  provides  some  emotional 
storytelling  support  in  the  expressions  of  the  faces  carved  on  it. 


/on  /o  'if’tra/c  't&a/i/my  &iyu**A 
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071  Add  a  Faithful  Steed 


Often  a  character  gains  much  of  its  visual  impact  and  memorable  quality  by  being 
associated  with  some  sort  of  large  domesticated  animal,  whether  as  a  means 
of  transportation  or  just  as  a  travelling  companion.  In  this  illustration,  the  overall 
impression  references  the  mounted  knights  who  participated  in  medieval  jousting 
tournaments.  The  addition  of  the  wings  to  create  a  Pegasus  brings  the  character  into 
the  fantasy  realm  This  particular  character  set-up  has  the  added  advantage  of  having 
a  very  distinct  silhouette,  recognizable  even  from  far  away. 


096 
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Incorporate  an  072 

Iconic  Symbol 


A  character  can  often  be  represented  by  some  sort  of  unique  prop  or  piece  of  equipment  llial  hears 
a  distinctive  symbol  or  graphic  icon.  This  could  take  the  furm  of  a  religions  artefact  nr  a  specific  rnnl 
that  indicates  the  character's  primary  activity.  Other  examples  of  this  idea  in  the  fantasy  realm  include 
flags,  banners,  shields  and  crests,  all  nt  which  can  immediately  convey  important  information 
to  the  viewer.  In  this  example,  a  banner  for  a  seciet  organisation  known  as  lite  'Stilt  Claws'  reveals  its 
purpose  of  keeping  watch  over  communities  for  signs  of  ore  and  dragon  uclivily.  Its  lauder  is  a  diagtm 
who  takes  the  form  of  a  human  woman.  The  wings  and  eyes  symhnli7e  her  rnle  in  watching  over  the 
townspeople,  gathering  intelligence,  and  if  necessary  flying  to  their  aid. 
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073  Use  Weapons 

as  Design  Tools 


lopynylil  W  WiajiiJj.  ill  llm  I2u;k;I.  Iim: 

IfcaMlwilh  pRf mission 
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A  memorable  character  can  be  created  using  weapons  as  a  starting  point.  In  science  fiction  and 
fantasy  art  many  iconic  characters  are  identified  by  their  equipment  and  armour.  Most  commonly, 
these  take  the  form  of  oversized  hardware  or  multiple  blades  that  accentuate  an  aggressive 
appearance.  If  a  weapon  is  unusual  or  prominent  enough,  it  can  be  used  to  form  a  significant 
aspect  of  a  character's  silhouette.  In  this  illustration  the  warrior  carries  a  large  battleaxe  with  a 
distinctive  double-bladed  shape.  From  this,  a  secondary  design  characteristic  has  been  picked  out 
in  the  form  of  small  and  spiky  triangular  shapes  that  occur  at  regular  locations  on  his  armour. 


Show  the  074 

'Unexpected  Reveal' 
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Sometimes  it  can  be  dramatic  to  illustrate  a  moment  of  revelation  in  a  story;  lor  example,  the  instant  a 
character  who  was  thought  to  be  human  is  shown  to  be  actually  part  creature.  This  'unexpected  reveal'  can 
inspire  a  dynamic  image,  but  caution  is  needed.  This  device  is  a  one  liner'  that  only  works  at  a  particular 
point  in  a  story  and  should  not  be  depended  on  to  build  a  character  Design-wise  there  needs  to  be  something 
more  to  avoid  creating  a  one-dimensional  role.  In  this  illustration,  the  cleric  is  revealed  to  be  sprouting 
tentacles  from  his  body.  Rather  than  rely  on  this  as  the  main  design  motif,  I've  also  included  thematic 
elements  of  marine  life  -  both  real  and  mythical  -  in  his  armour  and  in  the  altar  before  him. 
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075  Use  Overt  References 

to  Pinpoint  a  Character 


acMUcia 


In  certain  situations  you  might  be  called  upon 
to  base  an  illustration  on  an  actual  culture, 
location  or  historical  figure  This  practice  has 
some  inherent  risks  such  ns  menially  pulling  the 
viewer  out  ot  the  fantasy  world  you  arc  trying 
to  create.  However,  one  mujui  advantage  is  the 
built  in  recognition  factor  Yuu  can  establish 
some  common  ground  with  a  viewer  easily 
by  relying  on  imagery  dial  It)  some  degree  they 
aie  ulicudy  familiar  with.  The  giant  involved  in 
a  saciificial  iile  in  litis  illiistratmn  takes  design 
and  visual  cues  from  ancienl  Central  American 
cultures  in  a  very  direct  way,  making  him 
uninislakahly  Aztec  in  nrigin 


Some  of  the  patterns  and  colour  choices 
in  the  giant's  headdress  are  borrowed  from 
the  design  of  an  Aztec  priest's  garb. 
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Use  Subtle  References 
to  Evoke  a  Theme 


Copyright  v  Wizards  of  the  Coast.  Inc 
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While  using  overt  references  can  instantly 
identify  h  dtaradtit  (see  paga  1IIII),  using 
suhtler  signs  can  create  more  of  a 
general  irnprHxsmn  without  sending  such 
un  explicit  visual  message,  this  illuslialiun 
makes  certain  allusions  to  Middle  Euslom 
cultures,  hut  nnt  nhvinusly  tn  any  nno  in 
particular  Elements  ul  the  eustume  design 
and  enlour  paleiiH  also  suggest  the  medioval 
era,  introducing  a  yoiieiul  fueling  ol 
antiquity.  Ilie  overall  result  is  largely  esnric, 
hut  in  a  way  that  docs  not  specifically 
relerence  a  given  ethnicity  nr  rimnpnrind 


The  main  components  of  the  costume  design 
are  blocked  in  first,  leaving  details  and  spot 
colours  for  later.  The  loose,  flowing  robes 
and  protective  headgear  elements 
are  borrowed  from  the  native  clothing 
of  countries  in  the  Middle  East. 


/OO  '}/a /y.i  /o 


Provoke  a  Reaction  with 
the  Uncanny  Valley 


062 


I  ha  farm  uncanny  valley'  was  euimnl 
by  a  Japanese  scientist  named  Musuliiio 
Mori,  and  lefeis  lu  u  phenomenon  Thar 
uccuis  when  a  creature  nr  nharar.tor 
begins  to  vary  closely  rasemhln  a  human 
being,  axcapr  fnr  nnn  nr  twn  key  areas. 

I  he  mnre  nlnsnly  something  looks  like  u 
real  person,  thn  mom  empathy  u  viewei 
will  fnnl  with  it,  until  at  a  cuilum  point  Ilia 
resemblance  is  su  close  Hint  any  dittRranr.n 
ui  irregularity  leals  vary  disturbing  Hmc, 
the  character  is  realistically  icndeied, 
with  just  a  lew  subtle  changes  in  his 
physiology  to  reflect  a  cut  influence.  I  lit: 
ellecl  causes  Ibis  charanrnr  ro  ho  far  mnre 
unsettling  than,  say,  the  bipedal  lobslei 
character  on  papa  ftli 


SoHttTMf!:  A  M  fe&MI  rw(C 
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into  a  A/fw  mce  In  nos 
tXAMPLt,  fvt  tAKFN  a  F/rC  C 
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mile  OHm.AV  LAY  Ft  JUFT  To 
iNTWWt  9)Mt  1 1XftKe. 
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063  Create  a  Monster: 
Tried  and  True 
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(Inn  nf  the  tasks  I  enjoy  must  in  diuiauler 
desiyn  is  being  asked  tn  create  a  monster 
I  Mura  arn  nnnnrlnss  ways  to  oppruudi  this 
puilicului  design  issue,  but  a  good  way 
to  stall  is  to  base  ynnr  mnnstnr  design 
on  one  of  the  pre  existing  monster 
archetypes  that  most  people  ore  already 
familial  with,  such  as  vampires,  tnmhies, 
or  seme  form  of  wuie  ueutuie.  bxamples 
ul  nitiiislers  danvad  from  any  nf  these 
prototypical  aidielypes  can  be  luund 
tliiuuyhuul  Ilia  lanlasy  wnrlri  and  offer 
an  excellent  source  of  inspiration.  One 
of  the  must  well  known  nt  the  monster 
archetypes  is  the  vampire,  whidi  lias  hud 
countless  diffeient  meainaliuns  in  different 
enleituinmunt  media. 


The  eliuractar  in  this  illustration 
exhibits  many  of  the  hallmarks  of 
the  traditional  vampire  character, 
such  as  overdeveloped  fangs, 
pale  skin  and  blood-red  eyes. 
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Create  a  Monster:  064 

Skin  Deep 


Due  lactic  that  you  can  employ  rn 
yreul  el  led  in  your  monster  rlflsiflns 
involves  a  purely  textural  or 
surface  approach  I  he  example 
here  shows  a  7omhie  (nr  unrloarl/ 
reanimated  r.nrpse  -  all  terms  for 
the  same  r.nnr.npt)  whose  silhouette 
is  basically  lliul  ul  a  iiuimul  huinuii 
Uemy.  I  he  anatomy  is  distorted  and 
exaggerated  to  a  ccitain  deyiee. 
hut  the  mam  design  statement  is 
expressed  thiouyli  the  chuiactei's 
surface  quality  I  he  imagery  is 
intended  to  play  up  the  sense  ul 
decaying  skin,  layers  ef  decomposing 
flesh  and  unsiylilly  uuzmy  fluids. 


A  dimensional  component  also  exists  in  the 
irregularities  of  the  skin,  so  it  reacts  to  light 
in  the  same  way  as  the  larger  forms,  creating 
highlights  and  casting  shadows. 
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Create  a  Monster: 
Beauty  is  the  Beast 


The  'Fteauly  anil  the  Qeast'  concept  can  be 
applied  to  monster  design  for  another  disturbing 
effect.  Combining  hails  commonly  associated 
with  monsters  and  visual  cues  that  are  normally 
icluled  to  beauty  can  result  in  a  striking 
chuiuctei  ui  crealuie  design  I  he  Under  is  a 
perfect  example  of  this  dichotomy,  The  face 
and  uppei  Uudy  ul  this  character  is  otherworldly 
in  its  colours  and  textures,  hut  provides  enough 
references  In  a  standard  definition  of  beauty  to 
create  a  jarring  contrast  with  the  grotesque, 
insect-like  lower  body 


Separating  the  'beauty'  and  'beast' 
components  makes  the  different  aspects 
easier  to  read,  but  it's  important  to  relate 
the  two  aspects  visually,  providing  a 
link  through  colour,  textures  or  details. 
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Create  a  Monster:  066 

Tales  of  the  Unexpected 


Another  approach  to  monster  design  involves  arranging  known  elements  in  new  ways,  or  playing  with 
people's  expectations  of  proportions,  colours,  features,  limbs  and  so  on.  In  this  illustration,  the  creature's 
head  has  been  replaced  with  a  set  of  tentacles.  With  characters  that  have  an  essentially  humanoid 
silhouette,  often  the  first  place  the  viewer  looks  to  determine  identity  is  the  head,  specifically  the  face. 
Substituting  something  else  where  the  head  should  be  can  have  a  startling  effect. 
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067  Create  a  Monster: 
Elimination 
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An  effective  creature  design  can  come  out 
of  a  strategy  of  eliminating  important 
parts  of  anatomy  A  monster  consisting 
of  only  a  head,  ui  u  headless  or  armless 
orealnre,  has  a  certain  disturbing  quality 
that  piubahly  plays  on  uur  inualH  revulsion 
tnr  hnhoarlings  and  amputations.  The 
llehnlder  is  a  well-known  creature  in  the 
lealm  uf  lantusy  mle-playing  flames.  Its  kRy 
visual  characteristic  is  that  of  a  floating, 
disco ibudied  head  with  a  suiflle  glaring  eye 


Ei  my  Attn t,  op.  phainwc 
t>u  i  m/Ji  ioi>y  IMS  (.AM 
me  wrenen/r  cffcfk  in 
A  OC',lF,N.  Evt.  S  Akt  IftUM IY 
iHrt.’kwr  in  ctwytYtNf,  a 
sV./VsV.  oF  uiN\t  intiKfjt’s  OP. 

inttu  u.fNct,  eye  coma 
it  a  veey  txpea  way  to 

CNhAhC;  WITH  A  PtkiON  OP 
CPiAttAPi.  El  (MIN AT (N6  THE 
m  ao  of  a  cp.tAWp.t  ee was 
IN  HOPt  of  A  it  NT*  OF 
Minin  <Tiai  (ft. 
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Create  a  Monster:  Imply 
Possession  or  Infection 


068 


We've  looked  at  a  few  different  ways  in  which  shapes  and  forms  borrowed  from  animals  can  be  used  to  alter  u 
silhouette.  In  those  cases,  the  creature  or  character  is  usually  something  that  was  horn  or  created.  One  other  option 
is  to  illustrate  a  new  being  that  is  the  result  of  one  creature  infecting  or  taking  over  another  In  a  case  like  this, 
the  infected  or  possessed  character  would  still  be  recognizable,  with  the  horror  of  possession  luiming  Itie  basis 
of  the  design.  In  this  illusliation,  u  humanoid  character  has  been  possessed  by  another  creature  that  manifests  as 
snake-  and  tentacle-like  forms  that  erupt  from  the  torso 


/ 00  7/a  /o  'i&a fi/ai  y  'iPiyutr.s 
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Maintaining  the  colours  and  textures 
of  the  original  character  in  the 
'infected'  aspect  implies  that  the 
fundamental  genetic  make-up  of  the 
victim  has  been  altered  by  whatever 
is  possessing  it. 
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loit  the  'Save 
Cat'  Factor 
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'Save  the  Cat'  is  a  concept  described  by  screenwriter  Blake  Snyder  in  his  book  of  the  same  name.  It  refers  to  an 
innate  human  characteristic  in  a  hero  that  allows  the  audience  to  identify  with  him.  This  trait  is  epitomized  in  a  hero 
who  stops  to  save  a  cat  on  the  way  to  an  epic  calamity.  It  gives  the  character  an  endearing  quality  that  makes 
him  a  little  more  human,  ami  therefore  more  approachable,  than  a  character  who  is  superhuman  but  who  is  too 
'cool'  to  stop  for  the  cat.  This  preliminary  sketch  for  an  illustration  features  a  character  who  is  a  master  of  many 
diffeienl  disciplines.  Ihe  tact  that  he  wears  glasses  is  uncommon  for  a  fantasy  hero,  but  this  instantly  gives  him 
the  'save  the  cat'  factor,  making  him  more  approachable  than  the  typical  muscle-bound  barbarian. 


Include  a  Set-Piece  Prop 
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Portraying  a  character  in  a  specific  environment  helps  to 
strengthen  the  story.  For  example,  an  image  of  a  vampire  in  a 
cave-like  setting  surrounded  by  flying  bats  and  the  mummified 
remains  of  his  victims  reveals  more  than  an  illustration  of  the 
same  vampire  on  a  plain  white  background.  In  any  image,  a 
character  with  a  specific  story  angle  or  personality  trait  often 


benefits  from  a  visually  equivalent  prop,  such  as  a  vehicle  or 
piece  of  equipment  that  reinforces  a  particular  aspect  of  his 
or  her  persona.  In  this  illustration  of  a  master  of  an  underworld 
prison,  a  sculptural  obelisk  in  the  background  echoes  some  of 
the  shapes  of  the  main  character,  and  provides  some  emotional 
storytelling  support  in  the  expressions  of  the  faces  carved  on  it. 


/on  /o  'if’tra/c  't&a/i/my  &iyu**A 
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071  Add  a  Faithful  Steed 


Often  a  character  gains  much  of  its  visual  impact  and  memorable  quality  by  being 
associated  with  some  sort  of  large  domesticated  animal,  whether  as  a  means 
of  transportation  or  just  as  a  travelling  companion.  In  this  illustration,  the  overall 
impression  references  the  mounted  knights  who  participated  in  medieval  jousting 
tournaments.  The  addition  of  the  wings  to  create  a  Pegasus  brings  the  character  into 
the  fantasy  realm  This  particular  character  set-up  has  the  added  advantage  of  having 
a  very  distinct  silhouette,  recognizable  even  from  far  away. 
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Incorporate  an  072 

Iconic  Symbol 


A  character  can  often  be  represented  by  some  sort  of  unique  prop  or  piece  of  equipment  llial  hears 
a  distinctive  symbol  or  graphic  icon.  This  could  take  the  furm  of  a  religions  artefact  nr  a  specific  rnnl 
that  indicates  the  character's  primary  activity.  Other  examples  of  this  idea  in  the  fantasy  realm  include 
flags,  banners,  shields  and  crests,  all  nt  which  can  immediately  convey  important  information 
to  the  viewer.  In  this  example,  a  banner  for  a  seciet  organisation  known  as  lite  'Stilt  Claws'  reveals  its 
purpose  of  keeping  watch  over  communities  for  signs  of  ore  and  dragon  uclivily.  Its  lauder  is  a  diagtm 
who  takes  the  form  of  a  human  woman.  The  wings  and  eyes  symhnli7e  her  rnle  in  watching  over  the 
townspeople,  gathering  intelligence,  and  if  necessary  flying  to  their  aid. 
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073  Use  Weapons 

as  Design  Tools 


lopynylil  W  WiajiiJj.  ill  llm  I2u;k;I.  Iim: 

IfcaMlwilh  pRf mission 
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A  memorable  character  can  be  created  using  weapons  as  a  starting  point.  In  science  fiction  and 
fantasy  art  many  iconic  characters  are  identified  by  their  equipment  and  armour.  Most  commonly, 
these  take  the  form  of  oversized  hardware  or  multiple  blades  that  accentuate  an  aggressive 
appearance.  If  a  weapon  is  unusual  or  prominent  enough,  it  can  be  used  to  form  a  significant 
aspect  of  a  character's  silhouette.  In  this  illustration  the  warrior  carries  a  large  battleaxe  with  a 
distinctive  double-bladed  shape.  From  this,  a  secondary  design  characteristic  has  been  picked  out 
in  the  form  of  small  and  spiky  triangular  shapes  that  occur  at  regular  locations  on  his  armour. 


Show  the  074 

'Unexpected  Reveal' 
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Sometimes  it  can  be  dramatic  to  illustrate  a  moment  of  revelation  in  a  story;  lor  example,  the  instant  a 
character  who  was  thought  to  be  human  is  shown  to  be  actually  part  creature.  This  'unexpected  reveal'  can 
inspire  a  dynamic  image,  but  caution  is  needed.  This  device  is  a  one  liner'  that  only  works  at  a  particular 
point  in  a  story  and  should  not  be  depended  on  to  build  a  character  Design-wise  there  needs  to  be  something 
more  to  avoid  creating  a  one-dimensional  role.  In  this  illustration,  the  cleric  is  revealed  to  be  sprouting 
tentacles  from  his  body.  Rather  than  rely  on  this  as  the  main  design  motif,  I've  also  included  thematic 
elements  of  marine  life  -  both  real  and  mythical  -  in  his  armour  and  in  the  altar  before  him. 
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075  Use  Overt  References 

to  Pinpoint  a  Character 


acMUcia 


In  certain  situations  you  might  be  called  upon 
to  base  an  illustration  on  an  actual  culture, 
location  or  historical  figure  This  practice  has 
some  inherent  risks  such  ns  menially  pulling  the 
viewer  out  ot  the  fantasy  world  you  arc  trying 
to  create.  However,  one  mujui  advantage  is  the 
built  in  recognition  factor  Yuu  can  establish 
some  common  ground  with  a  viewer  easily 
by  relying  on  imagery  dial  It)  some  degree  they 
aie  ulicudy  familiar  with.  The  giant  involved  in 
a  saciificial  iile  in  litis  illiistratmn  takes  design 
and  visual  cues  from  ancienl  Central  American 
cultures  in  a  very  direct  way,  making  him 
uninislakahly  Aztec  in  nrigin 


Some  of  the  patterns  and  colour  choices 
in  the  giant's  headdress  are  borrowed  from 
the  design  of  an  Aztec  priest's  garb. 
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Use  Subtle  References 
to  Evoke  a  Theme 
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While  using  overt  references  can  instantly 
identify  h  dtaradtit  (see  paga  1IIII),  using 
suhtler  signs  can  create  more  of  a 
general  irnprHxsmn  without  sending  such 
un  explicit  visual  message,  this  illuslialiun 
makes  certain  allusions  to  Middle  Euslom 
cultures,  hut  nnt  nhvinusly  tn  any  nno  in 
particular  Elements  ul  the  eustume  design 
and  enlour  paleiiH  also  suggest  the  medioval 
era,  introducing  a  yoiieiul  fueling  ol 
antiquity.  Ilie  overall  result  is  largely  esnric, 
hut  in  a  way  that  docs  not  specifically 
relerence  a  given  ethnicity  nr  rimnpnrind 


The  main  components  of  the  costume  design 
are  blocked  in  first,  leaving  details  and  spot 
colours  for  later.  The  loose,  flowing  robes 
and  protective  headgear  elements 
are  borrowed  from  the  native  clothing 
of  countries  in  the  Middle  East. 
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089  Make  the 

an  Active 
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Character 

Player 


A  character  actively  [iurfnrming  a  task  can  engage  the  viewer  more 
intensely  then  a  figure  in  a  plain  standing  pose.  Taking  advantage  of 
a  stoiylclliny  uppuitunity  adds  layers  of  information  to  a  character 
lieyoiirl  simply  wlial  he  wears  nr  carries  Placing  a  character  in  a 
location  where  there  is  clearly  a  significant  event  taking  place  can  add 
depth  anti  a  degree  of  realism  lo  the  portrayal.  A  specific  action,  such 
as  in  this  image  of  on  elf  obviously  involved  in  some  act  of  espionage, 
makes  a  groat  basis  tor  an  illustration. 


Being  able  to  read  some  degree  of  intent 
or  emotion  in  the  character's  face  as  he 
performs  his  action  is  another  tool  in 
depicting  a  living,  breathing  character. 
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Set  Up  an  Epic  Threat 


090 


ia/mats  t/nra 


Placing  a  character  in  a  hostile  or  threatening  environment  con  be  the  starting  point  for  an 
effective  illustration.  Showing  how  adventurers  come  to  find  themselves  in  a  dangerous  or 
menacing  situation  is  a  staple  of  the  fantasy  gaming  genre,  and  visualizing  a  typical  climactic 
event  such  as  this  can  help  bring  the  story  to  life  for  the  viewers.  In  this  illustration,  a  group 
of  explorers  find  themselves  threatened  by  a  manifestation  of  Tiamat,  a  multi-henried  dragon 
creature,  appearing  through  a  mystical  portal  above  them  The  scale  of  the  threat  is  magnified 
by  the  upward  angle  of  view,  emphasizing  the  size  of  the  creature.  The  adventurers  are  almost 
the  smallest  elements  in  the  scene,  again  highlighting  the  scale  nf  the  danger  they  face. 
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091  Use  Lighting  for  Focus 


Lighting  can  lit!  iishiI  In  lighlly  contrnl  the  area  of  contrast  in  an  image,  and  in  so  doing 
piovidos  you  with  another  useful  tool  for  focusing  attention.  The  viewer's  eye  will  be 
natuially  diuwn  tu  the  brightest  areas  in  the  scene,  nr  the  areas  showing  the  greatest 
contrast  between  light  and  dark.  In  this  illustration  of  a  large-scale  attack,  there  is  no 
single  character  that  is  the  fucal  point.  Instead,  the  main  impression  is  intended  to  he  the 
moments  suoii  after  an  all-out  attack  on  a  settlement  hy  an  army  nf  giants,  dragons  and  other 
ciuulures.  The  lighting  in  the  scene  is  used  to  create  an  area  nf  highest  contrast  along 
the  line  of  buildings  in  the  distance,  creeling  a  local  point  that  supports  the  story  element 


The  main  light  source  is  the  city  on 
fire,  which  has  then  been  used  to 
'rim'  light  many  of  the  characters  and 
components  in  the  scene,  helping  to 
separate  them  from  the  background. 
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Use  Lighting  for  Mood 
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The  use  of  lighting  to  create  or  enhance  mood  is  itself  a  huge  area  of  study,  but 
there  are  some  basic  concepts  you  can  take  advantage  of  for  fantasy  illustration. 
Creating  spots  of  interest  in  a  dim  environment  with  isolated  light  sources  can 
create  a  feeling  of  mystery.  Light  coming  from  a  strong  sideways  direction  also 
tends  to  boost  the  sense  of  drama  in  a  scene.  In  this  illustration,  a  distinct 
foreground/background  relationship  is  set  up  by  contrasting  warmer,  redder  light 
in  front  against  the  cooler  shafts  of  downlight  in  the  middle  ground.  The  beams 
of  light  frame  the  character,  adding  to  the  sense  of  isolation.  The  flowing 
magma  in  the  background  creates  uplighting  on  the  giant  statues,  emphasizing 
the  feeling  of  danger. 


The  lighting  on  the  giant  statues  in  the 
background  of  the  scene  plays  up  the 
sense  of  suspense  and  danger,  and  the  high 
contrast  helps  draw  the  viewer's  eye. 
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093  Make  Your  Subjects 

Work  for  You 
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Then:  aie  many  different  ways  to  arrange  elements  in  your  illustrations  for  compositional 
purposes.  One  option  is  to  use  your  characters  to  literally  shape  the  image  Using 
lines  of  sight,  body  language  and  physical  interaction  is  an  alternative  to  other 
composition  techniques  that  rely  on  2D  design  (such  as  shapes,  arcs,  value  changes,  etc.) 
The  chaiaelei  in  the  centre  of  this  illustration  literally  points  towards  the  undead  king  in 
the  background,  reinforcing  him  as  the  centre  of  focus  Additionally,  elements  in  the 
landscape  support  the  idea  by  pointing  in  the  same  general  direction. 
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Show  a  Character  094 

Looking  Off  Screen 
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In  hi i  illuslialinii,  especially  u  simple  one 
with  a  single  charader  hiiiI  no  hackginiiiiil. 
directional  'weight’  in  a  composition 
can  Ita  established  whan  a  uliuruulci 
looks  ntt  screen  nr  ntt  page  I  his  creams 
u  psychological  expectation  in  llic 
viewer,  who  mstaiilly  wauls  to  know  what 
the  character  is  looking  at,  and  gnnnr.ms 
an  unseen  'piesence'  in  that  Uiicction. 
Adding  a  distinct  facial  expression, 
whelhei  uf  fcui.  unlicipalion,  dcsiic.  Iionoi. 
nr  something  else  r.an  add  rn  that  sense  nt 
expectation.  In  this  case,  hy  manipulating 
Ihe  lighting  so  that  the  chaiuctci's  face 
leceives  most  uf  the  light,  the  off  sciccn 
ga/e  is  made  the  focal  point,  details  of 
the  costume  Inwei  on  Ihe  hnily  an:  played 
down  hy  value  nl  Ihe  holding  design 
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095  Balance  Visual  Weight 

Through  Colour 


Colours  itiliiiH  lo  each  other  in  certain  ways,  depending  on 
where  they  full  on  the  Colour  Wheel  (see  page  2!5).  Brighter, 
mine  .saturated  colours  tend  to  advance  forwards,  whereas 
the  darker  ones  recede  and  sink  backwards,  particularly 
when  I  hey  are  placed  next  to  each  other.  There  arc  some 
interesting  explanations  for  litis  phenomenon;  nne  is  that  the 
iiis  of  the  eye  mads  In  vivid  colours  in  a  similar  way  that 
il  reads  tn  hrighr  light,  by  shrinking  the  apeituie  of  the  eye 


slightly.  Whatever  the  explanation,  it  is  a  tendency  of  the 
human  eye  that  you  can  take  advantage  of  when  planning 
colour  compositions.  By  modulating  the  amount  and 
saturation  of  the  reds  in  this  illustration,  I  have  made  the 
background  graphic  feel  more  intense  and  weighty  towards 
the  bottom,  increasing  in  lightness  as  it  rises  to  the  top.  This 
echoes  the  idea  of  the  stout,  burly  dwarf  character  down  low, 
progressing  up  towards  the  lighter,  paler  character. 
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Balance  Visual  096 

Weight  Vertically 


Koia 


A  strange  quirk  of  human  perception  is  that  we  tent! 
to  perceive  more  weight  towards  the  bottom  of  a 
vortical  figure  or  composition;  a  vertical  line  that 
is  evenly  bisected  will  appear  top-heavy.  A  simple 
vertical  shape  or  composition  actually  feels  more 
pleasing  when  the  bisection  point  is  slightly  higher 
than  the  halfway  point  Applying  this  phenomenon 
to  character  illustration,  an  idealized  figure  will 
be  proportionately  longer  in  her  lower  body  than 
she  would  ordinarily  be  in  real  life. 


Contrasting  an  area  of  relative  detail 
with  a  darker,  taller,  less  detailed 
shape  -  like  this  long  skirt  -  slims 
the  character.  The  darker  visual  mass 
of  the  lower  half  of  her  body  helps  to 
emphasize  the  sense  of  verticality. 
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097  Enter  Stage  Left 
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In  most  western  cultures,  viewers  tend  to  'read'  a  scene  from 
left  to  right,  because  uf  Ibis  fact  objects  and  characters  on  the 


right  hand  side  of  a  composition  lend  In  carry  more  visual  weight. 
There  are  many  different  tricks  and  techniques  used  to  guide 


I 

$ 

§ 


a  viewer’s  eye  across  and  through  an  illustration,  but  this  is 
a  built-in  propensity  of  the  human  eye  that  you  can  easily  use 
lu  yuiir  benefit  In  this  image,  a  hired  band  uf  mercenaries  protects 
a  merchant,  lighting  nff  a  group  of  armed  brigands.  I’ve  relied 
aumewlial  on  llie  left-tn-right  read  of  the  scene  to  help  tell  llie 
stoiy,  willi  llie  movement  of  the  eye  ending  on  the  main  character 
uf  the  story,  the  female  half  ore  swinging  her  axe. 
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Create  Depth 
by  Overlapping 


098 


A  simple  visual  communication  concept  is  that  of  overlapping  forms.  It  might 
seem  an  obvious  thing  to  more  experienced  artists,  but  the  act  of  placing 
some  characters  or  objects  in  front  of  others  is  an  easy  way  to  create  a 
sense  of  depth  in  your  illustration  and  establish  spatial  relationships 
between  the  elements  in  your  scene.  In  this  image  the  composition  Is  fairly 
clean  three  characters  stand  together  with  a  very  plain  background 
By  overlapping  elements  from  all  three  characters,  I  have  established  who 
is  in  front,  who  is  in  the  middle  and  who  is  at  the  back.  This  adds  a  sense 
of  depth  -  albeit  limited  -  and  makes  the  image  more  dynamic  than  simply 
presenting  the  three  characters  in  a  line  with  no  intersecting  shapes. 


When  working  with 
overlapping  characters 
pay  attention  to  the  edges  - 
in  some  less  important  areas 
it's  fine  to  'lose'  the  edges. 

A  viewer's  eye  e. lire. illy  lunik; 

to  fill  in  these  lost  edges  and 

this  nan  actually  help  inalre 
the  image  more  engaging. 
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099  Create  Hybrid  Art 
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Most  of  the  character  and  creature 
renderings  in  this  book  were  completed 
in  Photoshop,  using  digital  painting  tools 
and  a  few  filter  effects.  There  are  also  a 
few  examples  of  images  created  purely 
traditionally,  mostly  some  combination 
of  pencil,  ink  and  markers  Using  digital 
tools  to  enhance  traditional  media 
allows  you  to  enjoy  the  strengths  of 
both  media,  and  to  combine  them  for 
interesting  effects  that  would  be  difficult 
to  obtain  using  one  or  the  other  by  itself 
This  ogre  character  was  drawn  in  my 
journal.  A  simple  colour  pass  and  subtle 
lighting  effects  were  added  in  Photoshop, 
preserving  much  of  the  hand-drawn 
feel  of  the  original  sketchbook  image. 


Oigital  painting  programs  have  come 
a  long  way  and  can  be  used  to  create 
impressive  results.  However  there 
is  still  a  certain  charm  about  a  hand- 
drawn  line  that  computer  software 
is  not  yet  able  to  capture  successfully. 
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Experiment  with  all  the 
Tools  at  Your  Disposal 


I  want  to  end  with  an  example  of  a  piece  that  incorporates  many  if  not  all 
of  the  'ways'  in  this  book.  This  large-scale  piece  was  commissioned  by 
Wizards  of  the  Coast  as  a  four-panel  cover  for  a  printed  gaming  product. 

As  it  involved  many  different  types  of  characters,  some  of  which  I  was  not 
familiar  with,  it  required  considerable  preliminary  research,  sketches 
and  studies  The  composition  became  a  design  task  in  itself,  as  I  had 
to  come  up  with  different  mechanisms  to  justify  the  lighting  and  colour 
palettes  that  I  wanted  to  use.  The  layout  sketch  reproduced  below  shows 
the  rough  arrangement  I  ended  up  with,  which  formed  the  basis  for  the 
different  "zones'  of  colour  These  zones  were  designed  to  break  up  the  odd 
proportions  and  provide  some  visual  rhythm  as  your  view  pans  across  the 


scene.  Each  of  these  zones  then  had  tu  have  a  logical  lighting  scheme 
of  ds  own  to  justify  the  colour  palettes 

The  point  here  is  that  creating  a  successful  finished  illustration  is  not 
an  exact  science  We  have  looked  al  a  laiye  number  of  methods  to  create 
characters,  refine  designs,  compose  illustrations  and  to  communicate  the 
right  information  to  the  audience.  Any  uuu  technique  by  ilsult  wdl  piububly 
not  result  in  a  perfect  image  (if  there  is  such  a  thing).  As  you  form  your 
own  work  habits,  rather  than  relying  on  just  one  way  or  making  a  habit  of 
using  a  handful  of  'favourite'  techniques  as  a  crutch,  constantly  try  tn  use 
different  ways  and  combinations  of  ways  -  some  will  work  lor  oerlain 
kinds  of  illustrations  and  some  wnn'I. 
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Francis  Tsai  is  a  conceptual  designer  and  illustrator  whose  art  is 
used  in  games,  television  commercials,  books,  comics  and  films. 

He  has  been  working  in  the  games  industry  since  1998,  on  concept 
art,  illustration  and  art  direction,  and  has  been  freelance  since  2006, 

1  lis  clients  include  Wizards  of  the  Coast,  Marvel  Comics,  Warner 
Brothers,  Eidos  Interactive,  Midway  Home  Entertainment,  Rockslar 
Games  and  ImagiticFX  magazine. 
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Concept  designer  Francis  Tsai  presents  an  exciting  range 
of  imaginative  figures,  with  clear  guidance  on  how 
to  draw  and  paint  your  own 


Here  you  will  discover  how  to  research  and  render  a  successful 
character,  create  mood  using  costumes,  props  and  backdrops,  and 
use  design  strategy  to  communicate  successfully  with  your  audience 


Each  technique  is  accompanied  by  striking  images,  artist's  tips 
and  practical  bite-sized  information  to  inspire  you  on  your  path 
to  becoming  a  successful  fantasy  artist 


